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INTRODUCTION 
The English anthem is virtually unknown outside the Englishr-
speaking world, but has had as long and as distingu.i shed a 
heritage as has any post-Rerormation sacred art ror.m in other 
countries. 
The present study will be conrined to the English anthem 
as it is generically known and will not include service music, 
excerpts rrom larger choral works, or sacred choral works or 
other nationalities in which an English text was not originally 
used, eventhough such works are orten employed as anthems. The 
works under discussion which were written expressly as anthems 
will be considered in terms or purely musical values as well as 
in terms or their runctional qualities as instruments to rurther 
the various attitudes or worship in church services. 
Anglican considerations will continually be in evidence 
because the anthem originated and was developed in the services 
or the Church or England and because most or the composers o~ 
anthems have been Anglicans. 
The choir composed or men and boys has been characteristic 
to the English Church ~rom earliest times and continues to be 
so now although women gradually have come into the choirs o~ the 
smaller churches. When examining English choral music ~or the 
church, the clean impersonal quality or boys' voices mus~ be 
kept in mind, ~or all the composers o~ the past and nearly all 
o~ the present have written ror that particular medium. 
v 
No better approach to this study could be offered than that 
suggested by Edward Dickinson: 
"The music of the Church of England, like all church 
music, must be considered in connection with its 
history and its liturgic attachments. It' is insepar-
ably associated with a ritual of singular stateliness 
and beauty, and with an architecture in cathedral and 
chapel in which the recollections of a heroic and 
fading past unite with a grandeur of structure and 
beauty of detail to weave an overmastering spell upon 
the mind. Church music, I must constantly repeat, is 
never intended to produce its impression alone. 
Before we ever allow ourselves to call any phase of 
it dry and uninteresting let us hear it actu~ly or 
in imagination amid its native surroundings.u 
-~~-----~------~-~~----~-~-~~--~--~-~--~~-~----~-~~~~-~-~~---~--
1. Edward Dickinson: Music in the History of the Western Church 
p. 357. 
vi 
n -----~------------------------------------------~ 
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PAR'r I: THE DEVELOPlVIENT OF THE EARLY ANTHEM FORMS ( 1534-ci,iseih 
AND THE TRANSITIOm4L PERIOD \C.l685-c .. l880) : 
-~-.---------=-----~--- ---------
-o:aa.pter 1 
THE FULL ANTHEM: ORIGINS AND DEVELOPMENTS 
The word "anthem" comes from the old English corruption of 
the Greek antipht>non into antefn. and antem,pne. In the Roman 
Rite an antiphon was a verse f'rom a psalm or scriptural text 
used as a refrain to a psaLm or canticle. The propersl of' the 
Mass were each composed of an antiphon and verses f'rom the 
psalms appropriate to the spirit of' the particular holy day 
followed by the repitition of the antiphon. 2 The canticles of' 
the offices also had their proper antiphons. Originally the 
whole was sung to plainsong, the antiphons being sung to mel.i.s-
matic chants and the psalms being sung to the simpler psalm 
tones. With the rise of the motet3 in the thirteenth century 
came the practice of singing the antiphons to polyphonic 
settings although the psalm verses were still sung to psalm 
tones. In addition, f'our antiphons in honor of' the Virgin Mary,~ 
any one of' which was used to close the morning and evening 
of'f'ices, were often sung in polyphonic settings •. 
To understand the anthem it is necessary to understand 
something of the English Reformation also. Without going into 
all the contributing causes for it, we must instead discuss 
only those aspects which bear directly ~upon our subject. 
·Almost from the t'irst days. ot' the Roman Catholic Chureh in 
England, the independent spirit ot' the English church was mani-
1 
I I -
2 fest. The spirit of the Renaissance with the attending growth 
of nationalism throughout Europe was also felt in England. 
From the beginning of the Tudor period in 1485 the. restlessness 
tit and resentment of the English clergy against the foreign 
authority of the Holy See increased. When for personal reasons5 
Henry VIII withdrew the English Church from papal authority in 
1534~ the move was contested by few of his subjects. 
The removal of the English Church from Rome owed to eonti ... 
nental Protestantism only the example of schism. In England 
there was at first no new theology or doctrine. The only 
innovations of importance during Henry's lifet~e were the 
official commissioning of Coverdale's English Bible which was 
~ublished in 1535, the first complete Bible in the English 
language, and the appearance in 1544 of the English .Litany. 
The Mass was sung in the usual manner during this period, 
in Latin, but it was not long before there was a clamoring for 
a f 1tongue understanded of the people". 6 The actual reforming 
occurred after Henry 1 s death in 1547 when his ten-year old son, 
Edward VI, 1537-1553, succeeded him to the thronee During the 
closing years of Henry 1 s reign, continental Protestant thought, 
especially that of Calvin, had influenced many of the clergy and 
lords in England, including the Archbishop of Canterbury, Thomas 
Cranmer, 1489-1556, and th~ regency set up to rule for the 
~ woung monarch was largely made up of Protestant-minded men. It 
!Was then that the services of the church underwent the· reforma-
~ion whieh resulted in the services which characterize the 
~lican communion today. After several experimental services 
2 
3 of which all or a part were in English, the reformed Mass, or 
Service of Holy Communion, and the abridgment of the nine 
offices into the two orders of Morning :Prayer and Evening 
e :Prayer became the three principal services of the English 
Church with the appearance of the first Book of Common Pray~r 
in 1549. It warned: "There was never anything by the wit of 
man so well devised or so sure established, which in continuance 
of time hath not been corrupted". The second Book. of Common 
Prayer. of 1552 was simpler still and mirrored far more than 
had the first one, the inroads which Protestantism had made 
into the English Church. 
The :Prayer Book was the result of Cranmer's attempt to 
make the services less complicated and more congregational in 
eharacte.r. "The spirit shown was one of simplification and 
cleansing rather than of upheaval and rejection.u7 Bu.t in the 
process of simplifying, antiphons, responds, invitatories, 
"and such like things as did break the continual course of the 
reading of the Scripture"8 were omitted. Eventually all of' 
the propers of the Mass were rejected as were the antiphons of 
the old offices.9 
Thus the strictly liturgical function of the motet ceased 
to exist. It should be noted, however, that there were no 
injunctions against the use of the older motets except that 
- uno anthems are to be allowed but those of our Lord, and they 
in Etiglish, set to a plain and distinct note, to every syllable 
one. ttlO Thus the antiphons of the Vi:rogin Mary were definitely 
excluded. 
. .. 
I 4 But it was not long before a substitute for the old anti-
phons called "anthemsn were inserted at the close of Morning 
and Evening Prayer. Although they were allowed in Queen 
tit Elizabeth's reign, 1558-1603, it was not until the revision of 
the. Prayer Book in 1662 that official sanction was given for 
their use by the rubric after the third collect of both offices: 
"In quires and places where they sing, here followeth the 
anthemn•ll Later on, in the Restoration period, a second 
anthem, following the sermon, was included in the services. 
Before the Reformation there had been one religion and 
one music. Because both of these used but one language, there 
was a universality in musical composition which was to vanish 
along with the Latin language after the Reformation. The eon-
... 
sonants and vowels, the rhythms and inflexions of the individual 
languages led to the establishing of national musical idioms. 
The use of the English language in the music of the church 
proved to be a tremendous artistic stimulus, ~posing as it did, 
new rhythms and colors on the musical fabric. 
Before continuing with the actual development of the 
anthem, a word should be said about the appearance during these 
years of the so-called "Service". A Service co.nsisted then as 
it does now~,a :tnisc:ella.neaus c~llection of the various choral 
items of the services. They varied considerably as to the 
~ portions covered, usually including the particular items which 
were sung by the choir at the composer's own church. There were 
two types of Services, the nGreat service" and the "Short Servic~". 
The former were more or less elaborate settings of whatever 
4 
5 e:antiol.es or portions or the mas"s were included and were 
~tended for festival occasions while the latter were practical 
settings ror ferial use designed to get over the material 
~ quickly. English masses were included as part of the Services 
rather than appearing separately as b erore. 
TBE EARLY FULL AlfllHEM. Christopher Tye, c.l4~7-l573, Thomas 
Tallis, e.l.510-l585, William Byrd, c.l540-1623, and Orlando 
Gibbons, 1583-1625, are variously referred to as being the 
"Father of the Anthem" or the "Father of English :Music u. 
these is 
deserve credit for being the pioneer anthem writer. The anthems 
of Tye and of his younger associates Tallis, Richard "Farrant" 
d. 1580, John Redford, e.l485-c.l545, John Hilton, d.l608, and 
William Mundy, c.l530-1.591, are the earliest examples of what 
has eome to be known as the Full Anthem. 
These early anthems meticulously met Cranmer's suggestion 
that there should be 8 as near as may be, for every syllable a 
12 note, so that it may be sung distinctly and devoutlyu. It is 
beeause of the use of English in a strictly syllabic way that 
the early a.nthe~s are different from the Latin motets of the 
same period. These considerations plus the general wish of the 
reformers for simplicity are what make these early products 
ely Anglican in character. 
The technique of these composers was seldom up t.o the, 
standards "of the later Tudor period, however. In the anthems of 
Tye, for example, the individual vocal lines have a stiff, some 
5 
C 6 merely to the new dif'f'iculties of' setting English to music. The 
same def'eet is -also to be observed in his over-praised Latin 
uEuge Bonen Mass. 13 
A more extended exgmple o~ Tye•s technique at its best is 
"I will exalt Thee", Ex~ple 1. A characteristic ~eature o~ 
Engliah cathedral music is observed here in the gntiphonal 
singing between a divided choir!-4 The Deeani, are on the south 
or epistle side of' the chancel and the Gantoris are on the 
north or gospel side, both groups being a complete ensemble with 
all ~our parts represented. It is interesting to note that the 
Cantoris is usually but a repitition of' the Decani phrase. 
Usually there is but slight dif'f'erent in the imitative rrpoi.nt" 
when it is repeated and no dif'f'eren~e at all in the text. 
When both sides join, a new text of' the phrase is usually used 
and the music becomes homophonic. An important innovation is 
seen here ~ the tnansf'er of' the melody part f'rom the tenor, 
the traditional melody carrier, to the soprano, with the result 
that the ft~or part becomes merely another accompanying voice. 
This is best illustrated in measures 81 to~'89. 
Several :features appear in this anthem which have come to 
be charactersitie of' English music generally by reason o~ their 
continuous use over a long period of time. A characteristic 
which lasted at least through the time of' Purcell is that of' 
maintaining the melodic line of' th~~~l\iu~~ts independently 
of' the others. When chromatics are involved, as in measures 
64 and 70, a vertically simultaneous cross relation develops, 
~ere G natural against G sharp; the f'aet that the cross 
6 
................... __________________________________ __ 
7 re~ati.on invo~vea. the outer soprano voice makes the clash 
pa.rticu~arly jarrin~. This simu.~taneous type and the norma~ 
consecutive type o£ eross relation are to be found on almost any 
e page of the sixteenth and seventeenth centuries. 
• 
That parallel fifths, later to be abhorred by theorists, 
held no terror £or the Tudor sehool is evidenced here in measures 
4 and 5 between the soprano and tenor and in the repitition of 
the phrase in measure 9 and with implied parallel fifths 
abounding throughout. 
Tye•s sense of word accent is but slightly less good than 
that o£ Byrd and Gibbons. In the treatment used for a word 
following a dotted note, Tye did what also became characteristic 
of the English sehool. Note noil following Utheen i):t· all the 
entries at the beginning of the anthem. By beginning just 
before a beat, the word and the entire phrase gains in fluency. 
This portamento effect is also seen in the soprano of measure 
73, in the soprano and alto of measure 84, and in the soprano 
of measure 97. This characteristic of' early music down through 
Purce~l was hidden until comparatively recent times when, 
through the efforts of' genuine musicologists, accuracy returned 
in the editions of the older musie. 
While Tye and his contemporaries were writing Latin motets 
in five or more parts, they usually confined themselves to but 
four in their English anthems. The desire for simplicity is 
undoubtedly the reason for it. BY the time of '.fallis and Byrd, 
however, this consideration was being consistently overlooked. 
Other anthems typical of the composer are Tyets "Praise ye 
7 
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TUDOR CHURCH MUSIC 
Octavo Edition-Second Series 
This Popular Edition of the Tudor Church Music Series, the first fifty numbers of 
which were published for the Carnegie United Kingdom Trust, is provided with 
expression marks and rendered praticable for pepormance. English works appear 
with the original text, La tin works with English translation in addition to the original. 
To facilitate performance, the Editors have freely transposed the music to suit the 
compass of modem voicts. . 
· Fifty numbers were published to complete the first series, and the following 
numbers constitute a new series. . · 
5I MAGNIFICAT AND NUNC DIMITTIS. By JOHN FARRANT. 
Edited by E. H. FELLOWES 6d. 
52 SHORT SERVICE. (Kyrie, Creed and Sanctus). For Five 
Voices. By WILLIAM BYRD. Edited by E. H. FELLOWES.. ls. 3d. 
53 TE I)EUM AND JUBILATE DEO. By JOHN FARRANT. 
Edited by E. H. FELLOWES ls. Od. 
54 TE DEUM, JUBILATE DEO, MAGNIFICAT AND NUNC 
DIMITTIS. By JOHN .FARRANT. Edited by E. H. 
FELLOWES ls. 6d. 
55 REJOICE IN THE LORD ALWAY. By JOHN REDFORD. 
Edited by E. H. FELLOWES 4d. 
56 DELIVER US, 0 LORD OUR GOD, and 0 PRAISE THE 
LORD. By ADRIAN BATTEN. Edited by E. H. FELLOWES 4d. 
57 GIVE ALMES OF THY GOODS. For Four Voices. By 
Dr. CHRISTOPHER TYE. Edited by A.. RAMSBOTHAM .. 3d. 
58 PRAISE YE THE LORD, YE CHILDREN. For Four Voices. 
By Dr. CHRISTOPHER TYE. Edited bv A. RAMSBOTHAM . . 4d. 
59 I WILL EXALT THEE. For Four Voices. By Dr. CHRIS-
TOPHER TYE. Edited by A. RAMSBOTHAM Sd. 
6o HIDE NOT THOU THY FACE FROM US, 0 LORD and CALL 
TO REMEMBRANCE, 0 LORD. For Four Voices. By 
RICHARD FARRANT. Edited by A. RAMSBOTHAM 4d. 
6r BOW THINE EAR. For Five Voices. By WILLIAM BYRD. 
Edited by E. H. FELLOWES . . 4d. 
6z MORNING SERViCE. (Te Deum and Benedictus). For Four 
Voices. By RICHARD FARRANT. Edited by E. H. 
FELLC>WES . . . . . . . . 1s · 
63 0 LORD, ARISE INTO THY RESTING PLACE. For Seven 
Voices. By THOMAS WEELKES. Edited by E. H. 
FELLOWES 6d. 
64 FIRST EVENING SERVICE. For Five Voices. By THOMAS 
MORLEY. Edited by E. H. FELLOWES ls. 
65 MORNING SERVICE. (Te Deum and Benedictus). For Four 
Voices. By THOMAS HUNT. Edited by E. H. FELLOWES . . lOd. 
66 EVENING SERVICE (Magnificat and Nunc Dimittis). For Four 
Voices. B)' THOMAS HUNT. Edited by E. H. FELLOWES . . 6d. 
OXFORD UNIVERSITY PRESS 
Aeolian Hall, New· Bond Street, London, W.l 
LBW, No.2: 
--- - r--
C 8 the Lord, ye childrenu and the somewhat simpler uGive almes of 
thy goodsn. Only fourteen anthems, some o:r which are in two 
sections like Example 1, by Tye are known. He also wrote 
three Services as well as three Latin masses, twenty Latin 
motets, and the musically charming and the poetically naive 
uThe Actes o:f the Apostles", the only work. published during his 
li:fetime.15 The "Actes u w~re intended for home rather than 
church use but one section of it, the :fourth chapter, has been 
set to many di:ff'erent texts such as no come, ye servants of the 
·-
Lord", by which it is best known, "Laudate nomen Domini n, 
Rorate Coeliu, and "Sing unto the Lord" •. The acquaintance of 
st church musicians with the works of Tye is usually confined 
to these various settings.16 It is characteristic, however, 
of Tye • s simplest anthems and of those of many of his contempor-
aries. TheL:: reason :for this stems :from the :fact that the text 
• 
a metrical one and that consequently the phrases 
a squareness similar to the nineteenth century hymn-
Anthems like this one are largely homophonic, relieved 
imitative points which introduce a phrase now and 
Tallis' nrf ye love meu, Example 2, is similar to the 
simpler works of Tye and those of other composers o:f that peiio 
is was a more gifted musician than Tye as is readily 
tiny gem. The harmony is more ingratiating 
there is none of the angularity of Tye in the voice leadings 
smoother bass part is both melodically and harmonically 
Whereas 
9 
1- --
9 a i'air~y rigid sequence, Tallis allows greater i'l.'eedom in this 
regard. It is to be noted that the i'irst phrase is in the 
i'amilial.' style, a practice which was common in the English 
e anthems of' the Tudor period even when the rest of' the m them was 
elaborately polyphonic. In this exa.mp~e the modest counterpoint 
and the homophony are b~ended persuasively. The resu~t is a 
devout beauty and quiet dignity which well justifies its 
continual use i'rom early times down to today. 
The interval of' the open i'ii'th without the third of' the 
ehord is seen here in measures 7, 23, and 36, ~:it is oi'ten 
i'ound in Tudor musie. In a reverberant building like an 
English cathedral, the open fii'th assumes a peculiar brilliancy 
which makes the term "empty i'ii'thu a misnomer. 
Most editions of early works are now published with bar-
lines, as is this example. While bar-lines were. not used by 
these composers, time signatures were. This practice may be 
observed in the original edition of' Tye•s Aetes and other 
ear~y printings and manuscripts. 
A host of' anthems in approximately the same styles as 
Ex.amples 1 and 2 were produced. Nearly every cathedral 
musician i'rom the i'irst days of the English Reformation down 
to the present has usually felt the urge to compose. Thus 
the broadest sampling contains only the smallest fraction of 
the whole ereative output when it is .dealing with English 
chureh masi.e. Those anthems listed here represent some of the 
e interesting specimens of this style. 
10 
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MIXED VOICES 
FOUR PARTS UNLESS OTHERWISE INDICATED 
(GROUP 10) ' 
22119 Alleluja (S.A.B.) 
225o.In thee 0 Lord have I put my trust (S,A.B.) 
22 51 'T antum Ergo (S.A.B.) 
2252 0 praise the Lord, my soul (S.A.B.) 
22 53 'T wenty·five Chorals (Boo~ I -revised edition) 
2254 Canite tuba in Sion (Motet) L. ~E. 
2255 Convertere anima. mea (Motet) L. & E. 
2256 Exsurgit Deus (Motet) L. & E. 
2257 1udica me Domine (Motet) L. & E. 
2258 1esu joy of man's desiring (S.A.B.) 
2259 0 sacred Head, now wounded (S.A.B.) 
2.260 A child is born in Bethlehem (S.A.B.) 
2261 My soul awa~e and render (S.A.B.) 
2262 0 .holy City, seen of John (S.A.B.) 
2263 Praise to the Lord (S.A.B.) 
2264 Magnificat anima mea (Motet) L. 
2265 Adoramus te Christe (Motet) L. 
2266 Christus factus est (A. 'T.B.) 
2267 Lullaby of the Christ Child · 
2.268 Sing now with great rejoicing (S.A.B.) 
o2269 If ye love Me, ~eep My commandments 
2270 Angle voices ever singing 
22JI 0 Jesu so sweet 
2272 Ye Sons and daughters of the King (Double-Chorus) 
2273 Early one morning (Simplified) 
2274 All glory be to God on high (Motet) 
2275, Alleluia, song of gladness (Motet) 
2276 Dear Christians, one and all, rejoice 
2277 I l<Jww in whom I trust (Motet) 
2278 Praise the Father, Son and Spirit (Motet) 
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THE. CONCORD 
ANTHEM BOOK 
Concord Series No. 13 
40 ANTHEMS 
for the use of 
. MIXED VOICE CHOIRS IN PROTEsTANT CHuRCHES 
Compiled and Edited by 
ARCHIBALD T. DAVISON and HENRY WILDER FOOTE 
, · Full cloth $1.50 
+ 
These anthems are drawn from many sources representing the noblest schools of church music. The 
selections are of varying degrees of difficulty, but not O)lC of them is too difficult for performance by a choir 
reasonably diligent in rehearsal. The tradition of many 'Jf the best Schools of Church Music calls for unaccom-
panied sin_ging. A number of the Anthems in this book are intended to be sung unaccompanied; an optional 
accompanunent, however, has been supplied in each case. 
The words for which many of these compositions were originall:( writteJJ. cannot be used in modern 
Protestant Churches. Not only is the language-:-Latin, German or Russian-unfamiliar to our congre11ations, 
but in many instJ~nccs it is the expression of a theology remote from modern Prot~stant ~bought. This IS espe-
cially the case w1th passages taken from the Office of the Roman Mass, or the D1vmc Liturgy of the Eastern 
Church. In such; i_nstances it docs not suffice simply to tr'!nslate the ):..atm or tl).e.Russian iJ?.lO English. If these 
musical compositions-among the noblest and most movmg cxpresstons of rehgtous emotton wh1ch the world 
has known-are to be used at all in our churches to-day, fresh English words must be provided which will be 
an appropriate and legitimate expression of modern behef. 
The editors clearly ·recogmze the well-nigh insuperable difficulty of doing this satisfactorily. It is never 
easy to arran11e new words to old music, words which shall both suit the mustcal form and have a clear and 
rattonal mearung. This is supremeix difficult when one attempts to substitute (or the noble,. sonorous, full-
vowelled Latin of the "Adoram us te • and the "0 bone J esu," EJJ.glish words which shall in anr. degree worthily 
express the profound et{lotion of the music. There are thosr indeed, who say that such a substttution should not 
be attempted, and that•ihe music should be sung only to e original words. The editors, however, believe that 
the attempt is justified o~he plea that, otherwise, music or this type would never be heard in the great majority 
of our churches. We beli ve it to be a service to the religious life of our day to make available these musical 
compositions which are so moving an expression of the religin 1s spirit. 
In most instances have retained the original words !or which the works .of English composers were 
written, though here and there with some sli11ht modificatior - to fit them the better to modern thought. The 
whole purpose has been to pro~de words which shall be free from theological and dogmatic implications, and 
which shall be the genuine expl'ession of the worship of to-day, since such words alone have a fitting place in 
the conduct of worship. For contents, send for prospectus of the works of "The Concord Series." 
THE SECOND CONCORD 
ANTHEM BOOK 
Concord Series No. 1200 
40ANTHEMS 
for the use of 
MIXED VOICE CHOIRS IN PROTESTANT CHURCHES 
Compiled and Edited by 
ARCHIBALD T. DAVISON and HENRY WILDER FOOTE 
Full cloth $2.00 
·The edit11rs believe that the music selected for this volume maintains the high standard of quality which 
prevails in the first Concord Anthem Book, and the same care has been taken to include pieces of varying 
difficulty, so that the needs of choirs, both large and small, may be met. There are, on the one hand, a number 
of three-part anthems designed particularly for _choirs deficient in men's voices, and these selections are so 
arranged.that all the men, both teno;>rs.and basses, may unite on one.part. On the other hand a few anthems, 
being wntten for a double-chorus, or tn more than four parts, requrre at least a moderately large choir for 
adequate presentation. . 
Ever:( accompaniment has been simply arranged on two staves for the organ. Anthems frequently are 
published wrth piano accompaniments which are reductions of an orchestral score, and these accompaniments 
are often impracticable, not only_because they require a technique peculiar to the piano, but also because they 
frequently extend into ranges which are ineffective on the organ. 
Much of the music was written to be sung to words in a language foreign to our people, or for forms 
of worship unfamiliar in Protestant Churches. In other cases the only accessible English texts were barred from 
our u5e by copyrights. It has been neces&ary, therefore, to arrange new English texts for many of the anthems. 
Great care has been taken to provide words which shall give fitting utterance to the spirit of the music. Double 
texts have been supplied in a few cases, so that the anthems shall be available for use both by persons who 
desire to sing the traditional words associated with the music, and by those who prefer a more modern exQression 
of religious thought. Where the original words were Latin, the Latin title has been given underneath the English 
title. . 
The editors have been careful to mark "abrufged" all pieces which have been shortened in order to 
bring them within service length. Such a case is Dvofo!.k's "An Anthem of Praise", which, incidentally, is not 
offered for use at regular services of worship, but is intended for festival occasions when the church is celebrating 
some civic or patriotic event. 
The music has, perhaps, been underedited, but only with the idea of leaving choir-masters wide scope 
for individual interpretation. 
It is strongly urged that the unaccompanied pieces be performed without instrumental support. The 
best traditions o( church music require this, and it is hoped that choirs will observe that tradition whenever 
possible. For contents, send for prospectu11 of the works of "The Concord Series." , 
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THE A CAPPELLA SINGER 
A. Collection of Motets, Madrigals, Chansons, Carols, Ayres, Ballets, etc. 
Edited by H. CLOUGH-LEIGHTER 
No. 1545-Women's Voices (30 tides) . 
No. 1682-Mixed Voices (30 tides) • • . . . 
No. 557-Men's Voices (25 titles) . . 
48 SECULAR VOCAL DUETS 
For Voices of Medium Range 
$1.50 
1.50 
1.50 
Compiled, edited, arranged and transcribed by VICTOR PRAHL 
.Nos'. 2015-2016; Volume I and II 
Each $1.50 
(No. 1792) 
THE GATEWAY JUNIOR CHOIR BOOK 
20 S. A.. B. Anthems arranged and edited by MATTHEW N. LUNDQUIST 
Price $.90 
(No.l546) 
THE GREEN HILL JUNIOR CHOIR AND DUET BOOK 
35 S. A.. Anthems compiled and arranged by KATHERINE K. DAVIS 
Price, $1.25 
(No. 1838) · 
THE GREEN HILL THREE-PART SACRED MUSIC 
FOR WOMEN'S VOICES 
38 S. S. A.. Anthems compiled and arranged by KATHERINE K. DAVIS 
,Price, $1.50 . ~ 
J}ACH CHORALS 
A BOOK OF 25 CHORALS (Unison or Mixed Voices) 
Selected, edited and provided with suitable English texts by 
BERTA ELSMITH and THOMAS WHITNEY SURETTE 
Concord Series No.1 / Cloth $1.25 Paper $.75 
A SECOND BOOK OF CHORALS (Unison or Mixed Voices) 
28 Chorals selected and provided with suitable English texts by 
THOMAS WHITNEY SURETTE . 
Concord Series No. 615 Cloth $1.25 Paper $.75 
A THIRD BOOK OF CHORALS (Unison or Mixed Voices) 
24 selected Chorals with suitable Englis'? texts edited by 
E. c. s. No. 1799 H. CLOUGH-LEIGHTER Cloth $1.25 Paper $. 75 
A BOOK OF 27 CHORALS (Women's Voices, 4-part) 
Selected, arranged and provided with suitable English texts by 
Vassar Series No. 875 E. HAROLD GEER Cloth $1.25 Paper $.75 
· -.-. . .A_ BOOK OF 26 CHORALS (Women's Voices, 3-part) 
Selected, arranged and provided with suitable English ·texts by 
Vassar Series N~. 878 E. HAROLD GEER Cloth $1.25 Paper $.75 
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A Collection 
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A CAPPELLA 
MOTETS 
MADRIGALS, CHANSONS 
BALLETS, ANTHEMS 
etc. 
UNler ihe Editorship uf 
H. CLOUGH~LEIGliTER 
Four voioes unles:J otherwise apecilietl 
(GROUP 1) 
fALESTRINA, Giovanni Pierluigi da BACH, Johann Sebastian (1685-1750) 
(1525?-1594) 365 What tongue can tell 
307 Alleluia, Lord God (AJJtiPhona"C> .15 366 I wrestle and pray 
SINIGAGLIA, Leone (1868- ) 367 0 rejoice, ye Christians, loudly 
310 Chant de mai (A 1.Z hail, 0 M ayl) 368 God, my King, Thy might con-
_ _(F. & E.) .16 fessing 
369 0 Lord, Thou hast formeQ. my CUI, Cesar Antonovitch (1835-1918) every part 315 Rafliant Stars (Nocturne) · 
.16 ARCADELT, Jacob (1514?-1557?) (S. S. A. T. B.) 
'71 Hear my prayer, 0 Lord PALESTRINA, Giova1mi Pierluigi da FARRANT, Richard (1530?-1580) . (1525?-1594) 373 Hide not Thou Thy face from us 322 Exultate Deo (Motet) 
.18 374 Lord, for Thy tender mercies' sake (S. A. A. T. B.) GIBBONS~ Orlando (1583-1625) GEV AERT, Fran!;!ois-Auguste (1828-1908) 375 0 Lord, increase my faith 324 Aimes-tu, dis-moi, Colette (Coletta) LEISRING, V olckii.Jar ( -1637) (Ronde Village'oise) (F. & E.) 
.15 379 Ye spns and daughters of the King (S. A. T. B. B.) (Antiphonal) · 
BYRD, Willia1n (1543-1623) . (S. A. T. B.-T. T. B. B.) 
327 lustorum animae (The souls of the 
.16 PRAETORIUS, Michael (1571-1621) rightedus) (L. & E.) (S. S. A. T. B.) 380 Lo, how a rose e'er blooming 
ANERIO, Felice (1560-1614) BRAHMS, Johannes (1833-1897) 
349 Christus factus est (Jesus rmce for 381 Warum is~ das Licht gegeben? 
cJUr salvation) (L. & E.) .15 (Wherefore is the light bB;ftowed'l) 
PALESTRINA, Giovanni Pierluigi da (G. &-E.) (S. S. A. T. B. B.) 382 0 Heiland, reiss den Himmel auf! (1525?-1594) 
.15 (The walls of heaven, 0 Saviour, 361 Tenebrae factae sunt 
rend) (G. &- E.) 
Gert1lan Carol BYRD, William (1543-l62JJ 363 In dulci jubrto (Arranged by W. J. 
.16 392 Cantate Domino (With voice OJ Westbrook) 
melody) (L.& E:) (S.S.A. T.B.B.) 
French Carol 393 Ave Verum (Hail, 0 hail, true 
.'l64 Bring a torch, Jeannette, Isabella .12 Body) (Motet) ·(L. & E.) 
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[ 10 John Shepherd~ d.e.l563: uHaste Thee, 0 Godu 
Riehard Farrant~ d.l580: ifE:ide not Thou Thy f'aeeu 
"Unto Thee, 0 Lordu 
John Redford, c.l485-el545: uRejoiee in the Lord 
alway•i. 
Thomas Tallis~ c.l510-l585: 
"O Lord~ give Thy Holy 
William Byrd, c.l540-1623: 
a tower of' strengthu 
"Look down, 0 Lord."**· 
8 Purge me 0 Lord" 
Spirit»** 
"Be unto me, 0 Lord, 
ur laid me down to.rest"** 
William Mundy, d.e.l591: 110 Lord~ the Maker of' 
all thing (sie)" . 
Thomas Morley, 1557-1603?: the seven anthems of' 
the Service of' the· Burial of' the Dead 
John Hilton (the elder), d.l608: "Lord :f'o~ Thy 
tender mercyrs sakeu 
John Dowland, 1563-1626: · t.1An heart that • s broken 
and eontrite" 
John Wilbye, 1574-1.638: "O Lo.rd, turn not Thy 
f'ace :f'rom meu _ 
Thomas weelkes, e.l576-l623: wLet Thy merciful earsu 
Adrian Batten, c.l580-l637: '!Deliver usu 
'*O praise the Lordu .. 
Thomas Ford, 1580-1648: ."Almighty God, Who hast 
me brought" 
Orlando Gibbons, 1583-1625: nDeliver usn 
"O Lord, increase my f'aithn 
Henry Purcell: 1659: 11Thou, knowest, Lord, the 
seerets of' our heartsu 
Thomas Attwood, 1. 765-1838: tiTurn Thee again1t 
** indicates those anthems so marked as more 
polyphonic than the others on this list, 
and more like the more developed Eoglish 
motet. 
POLYPHONIC DEVELOPMENT OF THE FULL ANTHEM. Gibbons was the 
st English composer who used English texts exclusively. 
all composers of the Tudor period were writing Latin 
in the polyphonic style at the same time they were pro-
their English anthems. Although Tallis was among the 
f'irst composers to use English texts and to use them in the 
of' Tye, he was also among the :f'irst to stray 
the spirit and the letter of' the simplicity which had been 
12 
ll sired by the rei'ormers. He not only wrote English anthems in 
motet style, he adapted at least nine of' his Latin motets to 
~~·~~ish words.17 Although most authorities consider his Latin 
1ma1rKs superior to his English ones, his skill is i'ar i'rom 
~~~•.uuen in the latter.18 No matter how good Tallis may be eon-
is outshone by his illustrious pupil, Byrd, 
.first English composer undeniably a genius. Here again, 
s Latin works are generally considered i'ar superior to his 
In this ease, however, the i'act that he was a 
raeticing Roman Catholie, a .fact clearly indicated by his will 
corroborated by all leading scholars, makes this eondition 
re understandable. He did not withhold his inspiration i'rom 
English rites as his "Gre~t Serviee", one of' the f'inest 
lyphonie settings of' all time, clearly shows. That he was 
preside over the music at Lincoln Cathedral and to 
with Tallis, i'rom Queen Elizabeth the i'irst royal 
i'or the exclusive right to publish musie and mu.sie 
, bespeaks the high esteem in which he was held despite 
s religion. 
While the earlier anthems had almost always been in i'our 
anthems in i'ive or more parts beeame the standard i'or 
in the polyphonic motet style. As the English uGolden 
polyphony developed, at f'irst along wholly saered lines 
into the great madrigalian period in the last 
of' Elizabeth's reign, certain specit'ically Englian 
teristics developed which serve to identify English music 
that of' the continent. In 
13 
12 serenity and repose of Palestrina and his continental con-
temporaries20, brilliance and robust vitality are to be found. 
Sqnority and richness of texture achieve an air of magnificence 
e and grandeur which are at once the ident:i:fying qualities which 
the listener recognizes in the Tudor motet~1 
The richness of the musical fabric is due to the greater 
use of chromaticism and the use of close intervals in the lower 
registers. Along with the latter, the traditional love of the 
English for strings of thirds and sixths achieve a mellowness 
and sensuo~sness not often equalLed and never surpassed on the 
continent. The frequency with which the third of the chord is 
doubled suggests that the strange and rather mystical darkness 
achieved thereby was preferred to the lightness and trans-
parency of the continental motet. The very great dissonance 
achieved by the complete independence of the melodic lines and 
the accompanying cross relations further this sense of strange-
ness found especially in the works of Byrd. 
The above qualities are to be found in abundance in Byrd:t s 
ttprevent us, o Lord", Example 3. The thickness of the texture, 
the doubling of the third, and the dissonance are to be found 
in praetically every measure. The dissonance lessens,in a 
manner which can only be described as poetie1 from measure 26 
to the end, on the words "through Jesus Christ our Lord". Only 
e> the dissonances produced by the simultaneous cross relations of 
A natural and A sharp , , in 
measure 25 are especially jarring after Byrd•s nor.mal dissonance 
of the previous measures. A characteristic of Byrd• s tonality 
14 
: 13 and that of the later Tudor school generally is to be seen in 
measures 13 and 18: t~e major tonality of the end of the phrase 
~ediately followed by a new phrase with the third flattened. 
e Before leaving this number, mention should be made of' the 
excellent setting of' the English language. Note how the rhythm 
has been dietated by the composer's faithfulness to the word 
aeeent.. Apparent throughout, it is especially so in the homo-
phonic treatment of' the first phrase. There can be no doubt 
that the ability of' Byrd and the other Tudor composers stems 
from the general "eoming of agett of the English language· 
during this period with the ascendancy of Elizabethan poetry 
and drama. 
In a different mood is the jubilaney of Weelkes• setting 
of' the Palm Sunday text uHosanna to the Son of' David tt, Example 4 
The brilliancy of' boys• voices in their highest registers is 
made the meat of'.. The florid and festive theme in the tenor 
at the b$ginning suggests the brilliance of silver trumpets 
when sung by the high trebles. Note the frequent dispartment 
of' the treble voiees from the low ones with nothing in between. 
The freshness of har.mony in measures 6 through 8, the 
false relations of' measures 5 and 12, and the prevalence of 
the progressions of thirds and sixths throughout are as 
eharaeteristie as they are interesting and beautiful. The 
diversity of the polyphonic techniques used show the great 
skill of th~ composer. They are so varied that every new 
phrase seems endowed with a new freshness. 
In a simpler style than the two previous exrumples is 
15 
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OCTAVO EDITION 
PREVENT US, 0 LORD 
ANTHEM FOR FIVE VOICES 
by 
WILLIAM BYRD 
154-3-16.23 . 
Edited by 
EDMUND H. FELLOWES 
OXFORD UNIVERSITY PRESS 
London Edinburgh Glasgow New York Toronto 
Melbourne Capetown' Bombay Calcutta Madras 
GEOFFREY CUMBERLEGE 
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Edited by E.H.FELLOWES. 
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I 14 "Al.mighty and everl.asting Godn by Gibbons, Example 5. The 
false relations of D fl.at and D natural in measure 7 and of 
G flat and G natural. in measure 11 and the combining of both 
tJ in measure 12 stamp the work as Engl.ish as do the thirds and 
sixths which run through the composition. The open fifths of 
measures 15 and 16 are also eharacteristic. But there is 
more of an "open airtt and less of a mystical feeling in this 
and in other works by this composer and the r?:trl:!eor:y :; so 
frequently advanced that Gibbons is the first composer who 
shows his Protestant background without the influence of 
Roman Catholicism cannot be gainsaid. 
Other full anthems in.the polyphonic motet style of more 
than usual interest are l.isted~below. (The composer• s dates 
are given only if they have not been listed before.) 
Tallis: ur eall and cry to theeu, 5 part 
"0 Lord, give Thy Holy Spiritu, 4 part 
Robert Whyte, e.1535-1574: uLord,.who Shall 
dwel.l n, 5 part 
no how glorious art Thou n, 5 part 
"0 praise God in His holiness n, 4 part 
"O praise God in His holiness", 8 part21 
Byrd: "Come, eome, help, 0 God", 5 part 
"O Lord, turn Thy wrath n, 5 part, the 
harmonie texture of this is especially rich 
uo God, Whom our o:ffenees have displeasedn, 
5 part 
John Hilton (the elder): rrca11 to remembranee 11 , 
7 part 
Thomas Tomkins, e.1572-1656: "o give thanks unto 
the Lord", 4 part (alto, tenor, and two 
bass parts~ an especially beautiful. work 
Wilbye: ifo God, the rock of my whole strength", 
5 part, especially chromatic 
We elke s: uDavid t s Lamentation", 6 part 
"Alleluia'•, 5 part 
uLord to Thee I make my moan'', 5 part 
11 0 how amiable", 5 part -
George Kirby, d.1634: no Jesu, look", 5 part 
19 
15 Gibbons: uHosanna to the Son of: David", 6 part 
"O Lord in Thy wrath rebuke me not", 6 part 
"Lif:t up your heads", 6 part 
uo clap your hands", 8 part 
John Blow, c.l648-1708: no Lord God of: my salva-
tion", 8 part 
uGod is our hope and strengthn, 8 part 
ACCOMPANIMENTS. What the practice of: this period was with 
regard to accompaniments for any of: the full anthems is not 
known. Phillips says that: 
uThe •sketch• scores extant give only the leads; 
whether these are conductor's scores or meant 
somehow to be played f:rom--highly improbably, surely--
is uncertain, though, of course, they might have 
been used by players already f:amiliar with the work 
as •reminder• scores.n22 
The practice of lending instrumental support to the vocal lines 
was common in man~ parts of the world, and there is no doubt 
that in England the organ and/or viols or lutes were thus some-
times used. In Restoration music, the use of: a f:igured bass was 
standard for anthems of: the motet type, but how much much 
earlier a similar practice was in general use is not known. 
This music clearly gains when sung unaccompanied, as is the 
usual mode of: performance in England today. 
Hereafter, the full anthem will be considered an accompanie, 
anthem and the term motet will be used to designate an anthem in 
this f:orm without accompaniment. 
20 
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Chapter 2 
THE VERSE ANTHEM AND THE FULL VERSE ANTHEM FORMS 
, I 
I 
THE VERSE ANTHEM. The most important innovation in the 
development of' the EngliSh anthem was the introduction of' 
sections for solo and for other ensembles of' solo voices and 
of' organ accompaniments for them. Byrd• s uTeach me, 0 Lord", 
Example 6, is usually regarded as the first e.xp eriment in the 
f'orm which has come to be known as the Verse Anthem. 
Opening with an introduction for organ, the first, third, 
fifth, ·and seventh verses are for tenor or t:r>eble solo and the 
other f'oUJ:> verses for five-part choir. While the solo melody 
is different in each verse~ -the ehant melody in the soprano of 
the choir remains practically the same each time. The simplicit 
of the treatment is touching. The method used suggests the 
inf'luence of' the older pra;_~e of' singing the canticles and 
psalms to plainsong with alternate verses in f'aux bourdon. 
Here, of' course, the verse sections bear no relation, melodicall 
or otherwise, to plainsong. The fact that the .<rilFJlody-:-·o:e tne::.ful: 
section is in the first soprano rat~er than in the tenor 
shows the abandoning of' the old tradition. 
The generally simpler treatment explains why there is so 
41'- little of' Byrd's customary dissonance. Only from the last beat 
of' measure 19 through measure 20 and the corresponding places 
in the other choral verses, and in measure 60,is the dissonanre 
ery pronounced. It will be noticed here how 
21 
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U:eacb me, ~ 1ort>. 
Ps.A.LM cxix. 33-8. 
Set to music in free obant form ·by 
WILLIAM BYRD. 
Edited by ];DMUND H. FELLOWE~·-
-- -(By pernlission of the Trustees o.t lhe Gart~egie United Kingdom Trust.) 
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2 a dissonance by a skip instead of a stepwise movement. In 
measure 19-20, the second soprano leaps a fourth, as does the 
alto in measure 60, both being typical of By'rd's writing. 
In this ex~ple, the solo verse is very easy and straight-
forward, differing in no important respects rr,om an ordinary 
chorus part. In other anthems Byrd is only slightly more 
florid. Later on, however, the influence of the Italian aria 
and recitative are seen in the very difficult and elaborate 
solo and solo ensemble parts. 
Later anthems of Byrd show the characteristics whieh later 
were most typical of the verse anthem form: the intermingling 
of verses for various combinations of solo voices. In addition 
to solos, passages for two, three, four, five and more soloists 
abound. The polychoral technique, i.e. the pitting of high 
voices in alternation with low .ones, is popular in this period. 
Frequently accompanying the use of this device is the echo 
effect which also is used by itself. An ex~ple of this is 
seen in the duet verse, measures 35 to 50, of Gibbons' "O God 
the King of Glory't, Example '7. 
Organ introdnctions and interludes o:r verse anthems va:ry 
in length from one beat to long extended phrases. Not infrequerft-: 
ly they are lacking altogether. A feature o:r these at the handf 
of the best writers is the fluency with which they lead into 
:e the following verse or choral sections. Hardly ever does one. 
find in this pe~iof_-~he. static quality ca~~~ EY ~~e -~!l_t_~~?-u~ticft1 
o:r a cadence. The introduction of E:x:rumple 6 is an exeeption1 
as is the brief tonic-dominant-tonic pedal alternation in 
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3 measure 47. The other interludes of measures 22 and 34 are mor 
typical of the general practice of the vocal entry coming on 
resolution of the cadence. Below are the introductions to 
e "Alack, when I look back" and "O Lord, rebUke me not", both by 
Byrd,l·-·whieh further show the general method • 
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Chamber ensembles of viols, called uviol Consorts" were very 
popular in Elizabethan times and were frequently used in 
ehureh services as aeeompanying instruments. Byrd• s uHave 
mercy upon men makes use of viols as do many of Gibbons t 
verse anthems~2 Used with the organ, they are usually fairly 
endent o:f it in the verse sections. In the 
24 
4 full (choral) sections, their role is merely that of duplicatini 
the voice parts. 
Byrd's pupils were. indebted to him in many way and they 
4lt freely showed their admiration for him in the most glowing of 
terms. 3 Nevertheless, .Fel.lowes indicates that they were slow 
to take up· the verse anthem form. 4 It was not long, however, 
before this form was used by nearly all of them. Although 
Thomas Morley, 1558-1~03, wrote little for the church, he wrote 
~fine verse anthem uout of the deepij. Thomas Tomkins, c.J.572-
1656, among the best composers of his day, excelled in his 
motets for an exceptional.ly large number of voices, but was not 
up to the standards of his teacher or of his own contemporaries 
in his verse anthems. But of Gibbons' forty anthems, approxi-
mately two-thirds are verse anthems, many of which are of great 
interest,. eventhough they often do not measure up to his motets. 
uThis is the ~eeord of Johnu and "O God the King of Gloryn, 
Example 7, show him at the he:i:ght of his powers, however. The 
ehoral writing of the example is in the best traditions of his 
motet ~riting. The polychoral effect of measures 19-20 and 
28-31 is typical., on the small scale, of the composer's use of 
this device, as is the alternate verse and full relationship 
in measures 63 to 66. The accompaniment is efficient and in 
the introduction and the interlude (measure 34-35) leads w1 th 
a minimum of effort into the ensuing passages. 
Approximately the same techniques are evident here that arE 
seen in his motets and the Tudor school generally. False 
rel.ations abound throughout, but are especially piquant in 
25 
5 measures 34, in the accompaniment- (the G natural and the G f'latfi 
and in measures 68 and 69, especia1ly the E rlat in the alto 
against the E natural or the soprano in the latter measure. 
4lt The wandering quality or the tonality or Gibbons is seen in 
measures 3 to 5. Typical or Gibbons, especially in his madri-
gals, is the harmonic progression in measures 6 and 7. Here and 
in measures 51 to 57 is observed more markedly than elsewhere in 
the work, the dispartment or parts. 
Other idioms or the period are· seen in the parallel rirths 
or measure 57, the portamento errect on "torr in measure 38, and 
the general sequences or thirds and sixths round throughout, but 
especially in measures 23 to 28. 
There are many other noteworthy examples or the verse 
anthem in this period. Although John Bull was primarily an 
instrumental composer, he wrote a rew verse anthems or which 
"O Lord my God, I will exalt Thee" or "Almighty God, who by the 
leading" is a rine example. It is the most smooth and least 
chromatically jarring or his anthems. The aceo:n;>animent is 
more pure1y instrumental in character than is usually round else-
where during the period. "When Israel came out or Egyptu by 
Michael East, 1580-1648, employs strings along with a rigured 
bass accompaniment ror the organ. Another notable example of 
a string accompaniment is to be .found in "Sing. joyfully" by John 
MUndy~ e.l554-l630; this work shows a more characteristic use 
of the strings and the writing is more idiomatic .for them than 
is usually round. Fellowes puts this on a par with the best o:f 
Gibbons t works in this .form. 5 
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6 The dividing line between ancient and modern musie in 
'·· England is frequently set at 1625, the year or Gibbons' death. 
'·The great Tudor period was off'icially over when James I, the 
• i first of' the Stuarts, succeeded Elizabeth to the throne in 
• 
· 1603. It was not long af'ter that there was a lull in the 
amount and in the vitality of artistic endeavor. This was 
, especially true later in the ascendancy of Puritanism which 
I' 
'resulted in the overthrowing of the Established Church between 
j; 1640 and 1643 and the eventual expulsion of the monarchy in 
ill649. Church music suffered a sevel1:!blow with the dismissal of 
I 
!'· all cathedral choir personnel and was not immediately revived 
to its f'ormer excellence when the monarchY, and with it, the 
Established Church,were restored in 1660 in the person of 
Charles II. 
Composers bef'ore and after the Restoration wrote in the 
r' forms previously described, but the form which continued to be 
; developed was the verse anthem. "Lord, let me know mine end" 
'lby Matthew Locke, c.l630-l677, is a fine example of' this 
i' 
I 
1; development. It is exceedingly well written, both in its solo 
I' 
i! and in its choral passages, and carries an excellent realization 
,I 
li 
'1, of the sentiment of its text. It is perhaps the most human and 
ii 
:,most personal verse anthem up to this time. The interval of' 
I 
,, 
:1. the diminished fourth which later became a mannerism of' the 
1: 
!'Restoration school when attempting to represent pathos,is 
i! 
,i frequently encountered here. Another verse anthem of' interest 
1[ 
~ 1 by the same composer is "0 give thanks unto the Lord"• in 
I' 
!'which the interplay of' the upper against the lower voices 
~=,-to .... 
11 
·I 
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admirably fits in to the meaning and poetry of the text. 
Although the Italian influence had been somewhat in evi-
dence in England before, Pelham Humfrey, 1647-1674, brought it 
~ directly from Italy and France, possibly from Lully himself, 
when he returned to England from a three-year study abroad 
;,under the patronage of Charles II. 6 What this young genius 
might have produced had he not died at twenty-seven can only 
1
be guessed at by the polish of "By the waters of Babylon", a 
rather long verse anthem in which several innovations are con-
I: fronted. It begins with an overture of nineteen bars in which 
the excellence of the violin writing is at once apparent! The 
. opening bass solo in the declamatory style has, 1iL adiiition ·to ·a 
regU.lar accompaniment, a violin obligato. The ensuing choral 
I, 
:parts show the abilities of the composer in word-painting and 
dramatic utterance. 
For the most part, soprano solos disappear from the music 
of the Restoration school. Alto {male adult}, tenor, and bass 
.solos are frequent as are the trios written for this combination 
'of soloists. The reason given for the absence of soprano solos 
' ;· 
is usually that because there were no choir schools durinc the 
period of the Commonwealth there were no boys after the 
:Restoration whose voices and training were equal to the task. 
'captain Henry Cooke, c.l616-1672, Master of the Children at the 
' 
• 'Chapel Royal after the Restoration, seems to have been e. fine 
singer and an able teacher. Humfrey, Blow, William Turner, 
: 1651-1739-40?, Michael Wise, 1648-1687, and later Purcell, were '· 
all Children of the Chapel under Cooke and were renowned for 
~·---- -- --
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a 8 'their excellence as soprano soloists. So it is indeed unlikely 
:that the aforementioned reason for the discontinuance of soprano 
'' solos is valid • 
• 
• 
The next composer after Byrd who was undeniably a genius 
:was Henry Purcell, 1659-1695. Although the masters of the 
!'Tudor period were exceedingly long-lived, the reverse was true 
,1 of the sreat Restoration composers. Purcell • s church music was 
' 
··all written before the last ten years of his life. When one 
i 
li 
' 
compares the imagination and the technical mastery of Purcell's 
sacred works with that or J. s. Bach before his twenty-fifth 
year, the tragedy of Purcell's early death it truly to be 
lamented. 
:, His anthems which will here be considereda~erse anthems8 
ii 
:'are "In the midst of life", "Who hath believed our report", 
!! 
i"Blessed is he whose unrighteousness", and "Hear me, 0 Lord". 
,, 
[!The average length or Tudor verse anthems was perhaps about 
,five minutes. The tendency towards greater length is seen in 
Locke • s "Lord, let me know mine end" which lasts slightly more 
than eight minutes. Purcell's anthems listed above are also 
about this lone. A feature immediately noticed in them is that 
i:the verse parts are disproportionately long in comparison to 
i! 
lithe full parts. The choral parts are fairly easy but the 
, demands on the skill of the soloists are greater than hereto-
fore • The prevalence or cross relations, chromatic and dis-
i; sonant harmonies stamp these works as characteristically 
I' 
:British. Purcell's skill in text-setting, word-paintinc, and 
r in realizing the dramatic possibilities of his text are every-
-~·~· ---~~~ 
;:,o 
;: -- --------·-
: 9 where to be 1'ound. The solos are in the declamatory style and 
and are excellently written. The 1'reedom o1' the rhythm in the 
Tudor period gives way to regular meter, however, and, as 
• , Philips points out, the only connection with tradition to be 
·round in Purcell's works is the "old English roughness in the 
1 counterpoint "• 9 
·THE FULL VERSE ANTHEN. It seems odd indeed that no one be1'ore 
jor since William Boyce, 1710-1779, should have recognized one 
o1' the most important anthems 1'orms o1' all which came into its 
,,own in the Restoration period. It is the .full verse anthem i'Ol"JJII 
,which term is used here instead o1' the more descriptive but also' 
more cumbersome term "Full Anthem with verse" which Boyce used 
i 
!:in his monumental three-volume collection o1' Cathedral Music, 
1which was published 1760-1778.10 
The new 1'orm is the outgrowth o1' both the .full and the 
'verse anthem 1'orms. In the verse anthem, the soloists in the 
verse sections provided the chief musical interest in this 
period, the choral sections having been relegated to an inferior 
position, usually that of repeating or summing up in the 
simplest manner the text which had been expounded in the verses. 
In the new .full verse anthem 1'orm, however, the reverse is true. 
1 The choir assumes is former prestige. It not only begins the 
.anthem, usually without an instrumental introduction, but con-
~ tinues at greater length to expound the principal textual and 
musical thought of the anthem. Afterwards a verse section, 
1 the 1'avorite combination usually being alto, tenor, and bass 
, trio, is used but brie1'ly in comparison to the previous choral 
-'--"------"-' 1.! _:_ __ ::___- - --
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the verse anthems of the period. After the verse section comes 
another choral part, usually the last, of about the same length 
• , as the beginning choral part. The anthems in this form are 
'notably shorter than the verse anthems of the period and are 
much better integrated and more logical in their organic growth. 
• 
As far as can be determined, the earliest example of this 
form is to be found in "Hear my prayer" by Adrian Batten, 
d.l637. The verse section is for soprano, two altos, and tenor 
:,quartet, and is very short compared to the opening and closing 
choral sections. Although he was vicar-choral and organist of 
st. Paul's Cathedral, London, it does not appear that he was 
very widely known. That the Restoration composers knew this 
particular anthem is rather unlikely. It would seem that they 
worked out the form for themselves. 
"Out of the deep" by Henry Aldrich, 1647-1710, "Save me, 
0 God", "O God, wherefore art Thou?", and "God is our hope and 
'strength" by John Blow, c.l648-1708, are all examples of this 
form. In the anthem of Aldrich, the verse section is for 
~,'soprano, alto, tenor, and bass quartet and is very short. In 
.those of Blow, the alto, tenor, and bass trio combination is 
·.used in each although other combinations are also employed. 
''"God is our hope and strength" has one verse section, but the 
'.,others have two verse sections each with a full section between • 
The writing is of a very high quality, the polychoral sections 
,,of 11 0 God" and "God is our hope" being particularly noteworthy. 
,, 
:___-_::,--co;~-=---
Purcell's "O God, Thou art my God", "O God, Thou hast cast 
32 
\I 
ll ·me 
The first has two short verses for alto, tenor, and bass trio. 
:The second uses for the verse an alto, tenor, and bass trio 
• :'which is echoed polychorally by a trio of two sopranos and an 
'alto, all of which combine. Following this is a passage for 
• 
soprano and alto, then one for soprano, tenor, and bass, and 
!!finally the combination of both ensembles. The same smeme is 
! 
,used in "O Lord God of hosts" in the first of the two verse 
:sections: the upper voices twice echo the phrases sung by the 
':alto, tenor, and bass trio. The second verse section is for a 
:quintet of two sopranos, two altos, and a bass. 
A very beautiful example of this form is Purcell's "Save 
0 God", Example 8. The Purcell Society's editors have 
i!added "Verse" in brackets at the beginning of this work,ll (: 
!:evidently feeling that Purcell had forgotten to so marl!: it. 
,,But the opening section is for the same full complement of 
' 
voices used in the closing section, there indicated by the 
>composer "Chorus". The structure of this anthem, especially 
I; 
;in regard to the length of the sections specifically marked 
,"Verse" by the composer, justifies the editors' reconsideration 
)I 
in omitting the verse indication from the beginning of the 
' 
'octavo edition here used. 
The canonic devices used in this work furnish proof enough 
rof Purcell's great technical skill. Measures 8, 28-30, 58, 61, 
! 
''.and 65 show how dissonant are his cross relations and pages 3 , 
!i4 , and 9 furnish examples of his typical chromatic style. His' 
::excellent sense of word accent, particularly evident in words 
·~=t===~· 
j: 
!: 
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2 with f'eminine (orwe8k) endings; are especl-a1:lj appar-ent iif 
12 
,measures 21 to 29, 36, 38, 42 to 45, and 60. The last two beats 
of measures 24 and 26 show a rhythmic mannerism of' Purcell's 
• IIDlCh more f'requently encountered in his other works. The thick-
, ness of the very English harmonic texture is most apparent in 
measures ~. and 3U to 34. It would indeed be diff'icult to f'ind 
' a more splendid example of' the Restoration school at its best 
than this f'ine anthem. Another beautif'ul example of' this f'orm 
• 
. and style is Purcell's "Lord, how long wilt Thou be angry'lu. 
The form as it appeared in the anthems of Aldrich, Blow, 
and Purcell is discussed in the above order only because of 
their respective seniority in years. The fact that they were 
all contemporaries makes it almost impossible to say which was 
the f'irst one to use the form and which were the imitators. 
The next generation, in the persons of John Goldwyn, 
·• c.l670-172'tl, John Weldon, 1676-1755, and William Croft, 1678-
1727, took up the form without further developing it. Goldwyn 1 s 
"I have set God always before me" is full with two verses, both 1 
It 
for alto, tenor, and bass trio. Weldon• s "In Thee, 0 Lord" 
contains a d~et for alto and bass much longer than is usual in 
anthems of this form. His "Hear my crying, 0 God" is an 
interesting work and bespeaks great polyphonic skill. Added 
on to what would ordinarily be the normal length of the last 
. choral section is an example of the Handelian influence, a 
rather long choral fugue. 
In "God is gone up", Crof't uses the method of Purcell's 
"O God, Thou hast cast me out" in setting the middle verse 
34 
HENRY PURCELL 
POPULAR EDITION 
of 
SELECTED WORKS 
No.2 
SAVE ME, 0 GOD, 
FOR THY NAME'S SAKE 
(ANTHEM) 
Price: FOURPENCE 
PUBLISHED FOR 
THE PURCELL SOCIETY 
General Editor 
GERALD M. COOPER 
Editorial Committee 
GORDON JACOB 
H. S. MIDDLETON 
by 
PHILIP RADCLIFFE 
J. A. WESTRUP 
NOVELLO AND COMPANY LIMITED 
MADE IN ENGLAND 
,_ 
The portrait on the cover is reproduced by permission cif the National Portrait Gall".] 
k.' 
' 1'. 
:: 
<: 
t -~ 
I I. . .. 
l 
' 
h 
No.1241 NOVELLO'S OCTAVO ANTHEMS 
Save me, 0 God, for Thy Name's sake 
Anthem for S.S. A.T. T. B. 
BY 
HENRY PURCELL 
Psalm LIV 
London: NOVELLO & COMPANY, Limited 
; 
' 
A dag o -56) p 
"' Save_ 
I p 
CJ Save-_ me,O God, for Thy 
' 
p 
ALTO 
"' ~--~ "--" 
I 
Save_ me, 0 God, for Thy Name's sake,_ 
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TENOR 
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I ~ 
<1 in Tl~y strength, and a-veng~~ nw in Th~· strengtb ,in Thy 
~ ~ 
1<1 
-
me in Thy strength, and a-venge-- mtl in Thy-~ 
l cresc. 
IC' 
and 
.... 
T'!;strength, ' in Thy a- vengo _ me m • - venge me 
I cresc. 
C' 
and a-venge me in Thy strength,- in- Thy_ 
strength, and a - venge _ me in Thy strength, a - '\"enge me in Thy 
~J r..--_r ~I I~ I I 
{'" L..,...:il I' I -- 1 n J~ ~,. Jq) J l"'"""iJ.'"'li 
p 
- I I I I 
I ' 
C' 
strength. 
I 
1<1 strength. 
I VERSE 
'C' ~ ~~· . ~ strength. hear my pray-er, 0 God, Hear, hear my 
I 
""' 
_...--._ 
'C' strength. Hear, hear~- ~y pray-er, 0 God,_ Hear_ my pray'r,_ 
mp .....- h. .-----._ ... -...~ 
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<.1 ~!~ ··' pray-er, o ___ God, 0 God. 
,_~ l p 
... o_ God, 0 .: /' ~ 
-
God. or strangers are 
~ ... 1,. -,. p 
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.,. 
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,.., 
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1 I CHORUS f le~ Be- hold, God I I 
'CJ Be-hold, God is my 
I dim. 
CJ 
-------
:_!; -:~~· sWul. soul, seek~ seek_ 
~ I dim. 
~ 
soul, seek af - ter my soul. 
dim. 
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I , I I 
~~ 
--
e--· ... -.t .... ~- l I '--" dim. ~--- r.J Sl h 1~1\ 1/ I , • 
r I I 
l ~ 1 SOPRANO I 
~- is my help - er: the Lord is with them that up-hold my 
I SOPRANO II 
le~ 
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-
er: the Lord is with them, the 
I ALTO I 
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Allegretto ( ~ = 104) 7 
3 u .VERSE 
I <J soul. An of - f'ring of ~ free hciart will I give Thee, 
u p 
-' -+ 
'F ' r-- ~ -
I <J soul. An of- f'ring uf a free heart will_ I gh·e Thee, 
~ ~ n 
~' -
~ q-.:t ~ :r- f~ng ff -.; ?7 soul. An of a free heart will I give Thee, 
" ~~ :UI. n U 
"' soul. 
--~ 
soul. 
~ . 
Allegretto (J = 104) 
I 
' 
I h I I j· : q.:t I w p ~~- ~ ~ ~.If. ~ 
I Man. 
SOPRANO I 
_) 
• 
i<J 
and praise Thy Name,-- 0- Lord: be - cause it is so com - fort-
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u 
- ' 
I <.I 
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u 
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u TENOR 
ff 
BASS 
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Moderato <J =69) 
CHORUS 
SOPRANO I ,,. 
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u SOPRA~O II 
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CJ 
'--' 
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u TENOR, 
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BASS , 
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"Moderato (J =69) 
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' D I 
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mf cresc. al fine 
ret 
of and 
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-
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" ' ' ' 
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-1 r ....__. 
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·13 ·-section-ror-soprano; alto,-and t-enor o:f' -tn.e-beeani-I!.galiis'& the 
,soprano, alto, and bass of the Cantoris, before proceeding fUll 
to the end. In the original two volumes of Croft's MUsica 
• :sacra12, anthems of this type are called simply "Full". In the 
majority of these the verse sections are for six voices which 
• 
are used polychorally. Much of Croft's writing is very beautifUl 
' indeed. The movement of the voices is invariably smooth and 
.in good vocal style. Other anthems of this type by Croft are 
"We will rejoice", an example of key contrast being ehieved by 
the first fUll section being in the key of C major and the last 
two sections, the first of which is a verse, being in C minor--
a typical proceedure with Purcell and others of the Restoration 
'period; "0 Lord, rebuke me not";~Hear m:y prayer, 0 Lord". In 
these three anthems the verse sections are unusually short. 
· 
11 0 Lord God of m:y salvation" shows the regard in which the poly-
choral technique was still held at this time. The full sections 
.of "Sing praises to the Lord, 0 ye saints" are in four parts, 
the verse section in five; the same device observed in "We will 
1
rejoice• here obtains: the first section is in D major and the 
last two in D minor. 
The next development of the fUll verse form centers around 
Maurice Greene, 16~5-1755, a composer who otherwise would not 
be mentioned in the present study. His contribution to this 
form was his occasional use of an independent accompaniment and 
an instrumental introduction. Like the Restoration composers, 
. he indicates the accompaniment only by a figured bass, but 
unlike them, his basses do not merely follow the lowest voice 
" ~ 14 ·of the choi'Us part. "Lord, let me know mine end" is one of the 
·earliest examples of the independence of the accompaniment as 
specimens 
well as one of the most musically rewarding~of this composer's 
• writing. It begins with an introduction for organ of three 
• 
bars length. The choral writing is quite polyphonic but somehow 
resembles the polyphony of Tye. Instead of the verse section 
being for the usual trio of alto, tenor, and bass, it is for 
, two sopranos. The new role of the accompanying insti'Ument as 
a partner in the total effort makes us want to forgive Greene 
of Fellowes 1 criticism that the figured bass moves in an "un-
'broken succession of single crotchets extending through 128 bars 
13 
, of common measure (meter J marked Largo". Actually, it is a 
, small criticism,for as the anthem progresses, especially towards' 
1! 
the end, it is very beautiful. 
110 sing unto the Lord a new song", "0 give thanks unto the 
Lord", and 11God is our hope and strength" are almost too long 
to be considered anything but verse anthems, eventhough they 
begin full. Each has more than two verse sections; the last 
has an organ introduction of three bars, but in all of them the 
accompaniments are independent. Greene's anthems seem academic 
and it is difficult for the non-Englishman to see in them any-
thing but a pale imitation of his once very close friend, Handel~ 
There is no cause to contradict Handel's alleged criticism that 
he hung up Greene 1 s anthems out of doors "because they wanted 
air" •14 
Two examples of considerable interest are "By the waters of 
~ ,l311;'t>XlOJ1 11 by Boyce, and "Call to remembrance" by Jonathan Battis- .. 
:· 
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, polyphonic style. They represent the old traditiom or Purcell 
through the accompaniments or Greene, and like other anthems in 
• 1,the full verse form which came in the next two hundred years, 
'added nothing or their own in the development or the form. 
But if the Restoration period saw the development of a new, 
. significant anthem form, it also was the period in which the 
verse anthem was corrupted into a modified cantata form. With 
this development began the secularization of church music which 
38 
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'continued to plague the course o:f sacred music down to the later 
·part of the nineteenth century. 
• 
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Chapter 3 
THE RESTORATION ANTHEM AND THE PERIOD OF DECLINE 
That the taste of the reigning sovereign is influential on 
'
1 the character of artistic productivity of the times is well 
known. The flowering of the polyphonic motet and the experi-
ments with other anthem forms might not have been so freely 
:: 
'' developed had a more Protestant-minded and less musical sovereign 
i than Queen Elizabeth been on the throne. Although it is impossi-
ble to define the extent of her direct influence, it is clear, 
as was noted earlier, that the quality of artistic endeavor 
slov:ly begins to wane not long after her death in 16u;;. 
The influence of Charles II on the music of his time is 
readily apparent, however. It must be remembered that in 
addition to his influence, the Puritan Rebellion of 1642 had 
created a general social disorder not automatically quelled by 
the return of the royal house and the Established Church. 
Often called "The Merry Monarch", he was enamoured with the 
splendor and gaiety of the French court at Versailles and with 
its music • He doubled the number of singers which Charles I, 
. 'his father, had employed in the Chapel Royal and did so at his 
,I 
own expense. In addition, he appointed a string orchestra of 
• , twenty-four, obviously in imitation of "Les vingt-quatre Violons 
du Roi" at Versailles. 
'! In their diaries, both Samuel Pepys and JOhn Evelyn indicate I, 
ii 
,, 
--'---lt-- -___:::-. 
~2~~-~ Sunday~ Sept-emb~er-14;-1662~ -as~~the first-~tfm~-theorchestra was 
used in the Chapel. Pepys wrote: "This the first day of having 
' l 
vialls (sic) and other instruments to play a symphony between 
• every verse of the anthem". 2 Evelyn noted: 
• 
"Instead of the antient l sic) grave !nd solemn wind 
musiq lSic) accompanying the organ, was introduced 
a concert of 24 violins between every pause after 
the French fantastical! lSic) light way, better 
suiting a tavern or playhouse than a church. This 
was the first time of change, and now we no more 
heard the cornet which gave 111'e to the organ, that 
instrument quite l~ft off in which the English were 
so skilful (sic)." 
Thomas Tudway, c.l65o-l726, a chorister of the Chapel Royal, 
who himself composed a few anthems in the new style which he 
here criticizes, wrote in 1716 as good an account of the musical 
'practices in the Restoration period as can be found when he give' 
uthe reason as I conceive, how we are fall'n into this 
Theatrical! & Secular Style in our compositions of 
Church music. King Charles the 2d being restored to 
his just Rights and with him the Church of England to 
its Antient use & discipline; The 1st thing thought 
of was to settle the divine Service & worship in his 
Majestys Chappell Royall, after such a modell as the 
Cathedrals ••••• 
"The King took great delight in the service of his 
Chappell and was very intent upon Establishing his 
Choir and had the goodness to make such an addition 
as about to double the number of Gentlemen & Children 
of the Chappell which it consisted of before the 
Rebellion ••• •• 
"His Majesty who was a brisk, & Airy Prince comeing 
to the Crown in the Flow'r, & vigour of his Age was 
soon if I may say so tyrtd with the grave and solemn 
waye And Order's the Composers of his Chappell to 
add Symphonys &c with Instruments to their Anthems; 
and ther upon Establis'd a Select number of his 
private Music to play the SyWphonys & Ritornellos 
which he had appointed •••••• 
"The old Masters, Dr Child, Dr c. Gibbons and Mr Lowe6 , 
organists to hts Majesty, hardly knew how to comport 
--...:__=~-~..;;_-,;._p __ _:_ _ _;._ .:__ _:_ __ -
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• 
''In about 4 or 5 years time some of the forwardest & 
brightest Children of the Chappell as Mr Humfreys 
Mr Blow &c began to be masters of a faculty in Com-
posing. This His Majesty greatly encourag•d by in-
dulging their youthfUl fancies so that ev•ry month 
at least & afterwards oft•ner they produced something 
New of this Kind. Thus this Secular way was first 
introduced into the Service of the Chappell. And 
has been too much imitated ever since by our modern 
Composers. After the death of King Charles symphonys 
indeed with Instruments in the Chappell were laid 
aisde. But they continued to make their Anthems with 
all the Flourish of Interludes & Ritornellos which 
are now perform•d on the Organ. 
"This however did not Oblige the Cathedrals throughout 
England to follow such an Example for indeed such an 
Example was very improper for their imitation because 
they had none of the fine voices which his Majesty had 
in his Chappell to perform light solos ••••• But the 
Composers & those of later times being charm 1 d with 
what they heard at White Hall never consider 1 d how 
imrpoper such Theatricall performances were in religious 
worship ••••• lthey) serve to create delight rather than 
to actuate devotion ••••• From hence sprang all tha5 
contempt which Cathedral service is fall 1 n into." 
!!HE RESTORATION ANTHEM. The Restoration anthem is an enlarged 
and extended verse anthem and bears little resemblance to those 
of Byrd and Gibbons except in the general structure. During 
this period it was called verse anthem, however. Actually, the 
••e.nthemd' in this form were not anthems at all but cantatas. 
Instead of considering the Restoration anthem as the high point 
in early anthem development as is usually done, it must be 
i: 
,. 
:I 
looked upon as the first stage in the decline of the anthem form , 
and of church music generally. 
• The older verse anthems had lasted around five minutes or 
·'less.s Locke's "Let me know mine end" runs nearly nine minutes 
:rin length. But most of the Restoration anthems take nearer 
II 
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, 4 fifteen minutes to perform and ms.ny take an even longer time. 
It was this type of anthem which became the standard for the 
"Cathedral Anthem" and remained such for nearly two hundred 
• years. 
---- ---- ---
It became the purpose of- the !ill them to- entertain the 
foot-pounding, time-beating monarch, eventhough "a fair share" 
.of the older polyphonic anthems still were included in the 
9 
, repertoire of the Chapel Royal. One anthem was sung at the 
• regular time, after the third collect of Morning and Evening 
Prayer, and another one was added after the sermon. It is often 
II suggested that the :second anthem was added so as 
! 
•..tnduce the~merry· King -to- -stay in Chapel during the 
to 
·sermonl Pepys and others of the seventeenth and eighteenth 
centuries show the attitude of the times: the primary object of 
church-going seems to have been to hear the anthem. The sermon 
was but the prelude to the anthem and was the pain one had to 
endure to reach the climax of the service, the singing of the 
second anthem. Going to church became a pleasant social excurs-
ion which the seventeenth and eighteenth century gentlemen 
cheerfully attended to. It was this sort of watered-down and 
spiritual-less religion which the Wesleys sought to overcome in 
their "Methodist" movement of the eighteenth century. 
The introducing of string orchestras and other instruments1t 
• at a time when violins were looked upon as belonging solely to 
the tavern and the theater and when even the use of organs was 
being condemned by the Puritans,was in itself a considerable 
step towards secularizing_~~e ~sic of the services. 
I' ,, 
li 
,together more by the text than by the development of a musical 
idea. The symphonies and ritornelli after the Italian manner of 
• :'the French court which the King wanted to hear in church were 
:merely added on as overtures and long interludes to the more 
• 
. respectable choral fabric and the already-present Italian style 
i 
:of aria and declamatory recitative. They bore little relation 
,to the musical ideas of the sung passages as those of Byrd and 
'• 
1 Gibbons so chastely and respectably had, and their lively good 
··humor was but an echo of the dances of the French salon. 
At the same time the verse sections increased in length and 
'floridity, and the old verse anthem became more disjointed in 
'its logical development than ever. It was not only as long as 
, a cantata but was even more lacking in organic unity than its 
. German counterpart. 
The table at the top of the next page demonstrates the 
form of Purcell's "My beloved spake" in its earliest form, a 
' typical example of the Restoration anthem. Note the common 
ijpractice with regard to key sequence of contrasting F major with [; 
1F minor. Interesting to note are the regularity with which the 
instrumental passages are introduced, the diversity of the 
tempo indications, changes in meter, and lengths of the various 
sections, and that out of nearly 350 bars, only twenty are for 
solo and only thirty for chorus. The German cantata, in compari~ 
son,looks staid indeed! 
It would be a mistake, however much we deprecate the 
writing of this type of music for church, to underestimate its 
... -------- '-- !l 
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''musical value. As music per se, it is beautii'ul, charming, and 
·effective. The word-painting in the passages "the singing oi' 
i; 
:the birds" and "the voice oi' the turtle" is indeed noteworthy. 
But besides the faults of length and other considerations dis-
l'cussed earlier, it is secular music in the same way that Bach's 
'so-called "Wedding" and "Spring" cantatas are. It is meant for 
• ;the ear alone and no matter how difi'icult it may be to draw the 
:,sharp line between secular and sacred music, few would have any 
" i 
1 trouble classifying this. 
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The charge that the text, coming as it does from 
the Songs of Solomon invites secular and effective 
treatment is not wholly valid1for other kinds of texts are 
dealt with by composers of the period in much the same joUy 
way. It must also be remembered that most of the better known 
composers of this period were more famous for their instrumental 
works for the theater and other secular activities than for 
their sacred works for the church. 
It is not to be suggested that ~ Restoration anthems are 
lacking in what is loosely termed "religious feeling". A few 
of them which come closest in being suitable for the church 
are: 
Humfrey: "By the waters of Babylon" 
Blow: "I beheld, and lo a great multitude" 
"I said in the cutting off of my days" 
Wise: "The ways of Sion'' 
"I will sing a new song" 
Turner: "The king shall rejoice"--with trumpets; 
special festival type 
Purcell: "My heart is inditing"--for the coronation 
of James I.L 
"0 praise God in His holiness" 
"O sing unto the Lord" 
"Rejoice in the Lord alway (sic)"; this anthem 
is the one by which Purcell is best known 
Weldon: "Hear my crying"--according to Fellowes, 
the German sixth in the inverted position 
appears in tbi! anthem for the first time in 
English music 
John Travers, 1706-1758: "Ascribe unto the Lord" 
·. THE INFLUENCE OF 
, HANDEL AND OTHERS. Most English music historians are .i 
!. outspoken in their denunciation. of Handel's infiuence on English 
,music. They blame him for so overtaking the public's fancy 
·with his oratorios and operas that all local British effort 
'went unnoticed unless it was reminiscent of his work. The 
_- ::::::;--=--- ----~.:..:__:_ __ ::, ___ ..:..:::_ __ . 
:: 
I 
il 
45 
--------·-·_..,:..::_.~:~- ~~~ __ c __ ---.::...;_=...;_ ___ _ ) a . BritiSh composers and the concert-going public is never held 
accountable for this consequence. Although it is true that 
.·Handel's influence, both during his life and after his death, 
~ in England was tremendous, there seems to have been precious 
• 
little creative talent in England to thwart. This same ar~ent 
also applies to the great influence of Mendelssohn, Spohr, and 
i! Gounod in the nineteenth century. 
Here again the influence of the reigning sovereign must not 
··be overlooked. The ascendancy to the throne of the German 
·Hanover line in 1714 brought reinforcement to the already pre-
vailing taste for music in the Italian style as well as the 
.Germanic adaptations of that style.13 
Another influence which must be taken into account from 
this period into the nineteenth century is the intellectual 
··climate of the so-called "Age of Reason" which stressed con-
ventionality and the classical rules of art. 
But all these forces can not be held entirely responsible 
for the decline in church music or music generally. Creative 
musical talent simply seems to have gone on a two-century 
bank holiday. Many of the composers here mentioned were fine 
! organists and conductors and their formal education was often 
, of the highest type, but in composition they but approached 
,, mediocrity and few of them reached it • 
OUt of the several hundred composers of church music during 
·.this long period, only those whose compositions were mst used ~ 
I, 
· and presumably respected can be listed. They are: Charles King,' 
~~~16§7-].?4~ 1 'J.'homas Kelwa:y, d.l74~, James Kent, 1700-1776, John 
" 
II 
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> 9 1 Travers, 1703-1758, William Hayes, 1707-1777, James Nare, 1715-
1783, William Jackson, 1730-1803, Benjamin Cooke, 1734-179~, 
Philip Hayes, 1738-1792, Samuel Arnold, 1740-1814, Thomas Att-
~ wood, 1765-1838, Robert Cooke, 1768-1814, Vincent Novello, 1781-
1861, Henry Smart, 1813-1879, William Sterndale Benne~ 1816-
1875, George h~vey, 1816-18~3, Edwin G. Monk, 1819-1900, John 
• 
Hopkins, 1822-1900, Frederick OUseley, 1825-188~, George 
Garrett, 1834-1897, Joseph Barnby, 1838-1896, John Stainer, 1840. 
1901, John Varley Roberts, 1841-1920, and, as £ar as his sacred 
music is concerned, Arthur Sullivan, 1842-1900. 
It would be wrong to give the impression that the works o:f 
the above composers were ugly or unmusical, however. They 
simply lacked the inspiration which can come with genius. They 
often merely con:form to the English idea o:f respectability. 
The works o:f composers in the :first part o:f the list sound to us 
dry and academic. As the list progresses into the nineteenth 
century the characteristicschange: the dominant seventh is used 
to excess in the already 11 sweet 11 harmonies; any chord progress-' 
ion o:f strength is weakened by the use o:f chromatics; the 
rhythm, in all phases, phrases, measures, beats, becomes rigid; 
sequential patterns which merely emphasize a usually vapid idea 
are used excessively; the mood is commonplace and is either one' 
o:f insipid sentimentality, naive cheerfulness, or mock pomposity~ 
Three composers o:f the nineteenth century who deserve to 1, 
,, 
Goss,,, 
!J ,, 
be considered as mutations to the general pattern are John 
:1800-1880, Samuel Sebastian Wesley, 1810-1876, and Thomas 
_,~tt'!!~Oc!_'l\'s.:J,misley, _1814-185,6. __ (}q_!!JI '..c_IIQ_ §ayiQUl'L01'= ~~ world" 
,, 
:: 
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3 10 , and "If we believe that Jesus died", Wesley's "Wash me throughl:t", 
''"Thou wilt keep him in perfect peace", and the lovely little 
gem "Lead me, Lord", and Walmisley• s "Hear, 0 Thou Shepherd of 
• Israel" are all readily acceptable as music even if they do not 
• 
always meet the standards of discriminating church musicians 
today. 
Wesley's "Cast me not away from Thy presence", Example 9, 
is included to show both favorable and unfavorable qualities 
to be encountered even in the works of a composer like wesley. 
Despite a rather weak first phrase, the harmonies beginning in 
measure 11 are in the best traditions of the past. The pro-
gression of the harmonies starting in measure 17 are fresh and 
. interesting and continue to be so until measure 27 when the 
dominant seventh weakens the fabric. Another fine passage 
begins in measure 58. The brightness of the change to major 
. on "may rejoice" in measure 62 is fine, but soon after the 
, writing se~tles down to mere prettiness with the use of the 
dominant seventh again. Little fault can be found in the last 
page, however, where the sonority and nobility of expression 
are of a very high order. In addition to the dominant sevenths · 
already mentioned, note the weakness of the "sweet" cadences in 
measures 8, ~3, 39, and 66. 
Much of the music of the period is characterized, as is 
this example, by the excellence of the writing from a purely 
vocal point of view. Undoubtedly their popularity with singers 
had much to do with their being retained in church repertories 
for such a long time. 
---.. --"-
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take not Thy Ho - ly Spi - rit from me. 
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11 As many have pointed out before, the chief characteristic 
' of late eighteenth and nineteenth century church music is that 
it was easy: easy to write, easy to sell, easy to sing, and 
• , eas·y to listen to, Fellowes reports that Stainer told him a 
·year before his death that he "regretted deeply" that so many 
• 
. of his early anthems had been published, "adding that they had 
been written in response to pressure put upon him in early days 
by the clergy and others who assured him that they were •just 
ithe thing they wanted 1 ".14 It can not be doubted that once this 
·'music was considered to be very beautiful by laymen and 
.·musicians alike, It is certain that it is easy to listen to, ,, 
i'. a quality much appreciated by a good many church-goers then and 
now • 
!I 
II 
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• 
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PART II: THE REBIRTH OF THE ENGLISH ANTHEM 
- -0 • 1880 _!2 !M l'R~.I!oNT 
Chapter 4 
THE AWAKENING IN THE NINETEENTH CENTURY 
DEVELOPMENTS OUTSIDE THE CREATIVE Fih40,. Ir the nineteenth 
century saw the lowest point in English musical creativity 
reached, it also was the period in which developments both in 
and out or the creative rield were to produce the English 
musical renaissance or the twentieth century. 
The growth in wealth or England during this time ia o~ 
considerable importance ror, as Hendrik Willem Van Loon points 
out in The Arts, artistic development has rrom time immemorial 
--
1 rollowed the path or CODDI!erce. The Industrial Revolution of 
the nineteenth century brought to England a greater wealth than 
she had previously known as well as new standards of living. 
With this, the long reign or Queen Victoria (1837-1901) 
established the British Empire as the most important world 
power~~ought many developments important to music. 
One or the most important events was the rounding in 1811 
or what later became Novello & Co. by Vincent 
' 
" q
I, 
'i ,, 
,, 
~- i 
II 
ii 
I' 
'! 
extended by his son, Joseph Alrred, 1810-18\:16. Vincent Novello 
was the first English publisher to print complete accompaniments, 
,, 
as realized rrom the figured bass. Although this innovation met 1' 
, with heated disapproval from the old-timers, it made it possible, 
:lfor less skilled musicians to have music which was complete. 11, 
His son discovered and explored the possibilities of pub-
Jj 
lis~~~~-e~~t~~~s of standard works at about one-twentie~ or 
--'P-"-- :1--
il 
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~ 2 'their former cost. In the early part of the century, the piano 
• 
• 
score of Handel's Messiah cost a guinea. 2 By 1846 it cost six 
shillings and six pence; by l856,one shilling and four pence; 
and by 1887, but a shilling. I' 
i! 
ji 
Novello seems to have promoted the firm more from his deep ', 
love for music than from purely monetary interests. He under-
took the role of the travelling salesman and his tours were 
"exalted into the dignity of musical missions. His 
cheap publications had made the formation of choral 
societies possible. In the large factories of York-
shire and Lancashire many choral unions existed, and 
the publications of the house were gladly welcomed, 
because of their modest price and accuracy. The 
publisher in his progress was always cordially re-
ceived, and often concerts were given in his honor, 
the performers making extra exerti9ns to show their 
advancement since his last issue. ••;.') 
Eager to improve the techniques of music printing, he not 
only developed the mechanical side of the publishing business 
.but also played a prominent part in the reform to repeal the 
. advertisement duty, the paper duty, the stamp on newspapers, and'i 
other various "':['axes on Knowledge". 
UponNoVeDo•s·rethataJ.t in 1857, Henry Littleton4 , who had been 
with the i'irm since his boyhood, managed the f'irm and four years 
later became a partner. His promotional activities were many 
and included 
•,I 
"such gigantic concert enterprises as the series of ',', 
two hundred given at the International Exhibition in 
1873-74; the nightly concerts launched at the Albert 
Hall in 1874, which anticipated the present •Promenades' 1: 
by adopting a weekly scheme of •nights•, •Classical', li 
•Wagner', •oratorio•, •English•, •Ballad•, and •Popular•; 
the formation of the Barnby choir; the undertaking of i! 
the general direction of the Royal Choral ~ociety when l'l 
Barnby succeeded Gounod as conductor; •••• u '· 
:r 
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Choral singing has characteristically been a feature of 
English musical life from earliest times. The formation of 
choral societies during this period was of enormous musical and 
• cultural importance. Nearly every city had its oratorio society" 
or the equivalent and competition festivals on the local, 
regional, and national levels, adjudicated by nationally famous 
men, flourished. In addition to the availability of Novello's 
publications, another boon to choral singing was the invention 
by Sarah Ann Glover, 1?85-186?, and perfecting by John curwen, 
1816-1880, of the Tonic Sol-fa system of reading music about 
184u-l. Through it the ordinary layman could learn to read 
choral music in a very short time and learn it well. The choral, 
societies sang the highest type of music and their performances 
,seem to have been then, as now, of a very high calibre. 6 
Coincident with the flourishing of choral societies was 
the forming of symphony orchestras.? The need for large 
,"auditoriums in which to hear these large organizations was met 
in the building of large concert halls in the principal cities. 8 ' 
The rise of the conductor's art also took place during this 
time which resulted in great improvements in the standards of 
performance.9 Of importance were the contributions of Charles 
Hall,, 1819-1895, August Manns, 1825-1~0?, and later, Hans 
Richter, 1843-1916, who brought new standards of authenticity 
• ,"in the performance of the classics. Sir Henry Coward, 184~-ll:i44~ 
in the choral field, and Sir Henry Wood, 18?U-l945, did much to-:! 
I' ii 1: 
, wards bringing a high standard of precision and discipline into I! 
" :·performance. 
" 
II 
--__ c_· -~-~=~~=~~~ -~~~--- --- -- --. 
4 In 1895, Sir Henry Wood became the director or the now 
£amed Promenade Concerts at Queen's Hall10 and remained conductor 
until 1945.11 Unlike most American "Popsu, the concerts consist"" 
~ ed o£ approximately three-quarters serious music and only about 
one-quarter music or a more popular character. Native English 
works were featured as were the newest compositions of other 
countries12 and many of them were given their first hearing at 
; these concerts. What with the low price of tickets, serious 
.music was indeed moving towards the masses. 
The opening of the Royal Academy of Music in 182~ and the 
i;Royal College o£ Music in 1883 were notable achievements in the 
standardizing o£ music education and promoting of musical 
scholarship and research. George Grove, 1820-l~oo, was the 
·:College' a first director and presided over a splendid £aculty. 
A more versatile man than Grove would be hard to find. 
There seems to have been few areas of knowledge with which he 
was not more than conversant. Famed as an engineer, Bible 
researcher, and authority on geography, his greatest contribution 
was that of compiling the £irst complete musical dictionary in 
;the English language, Grove 1 s Dictionary o£ Music and Musicians.·. 
The £irst of the four volumes of the first edition appeared in 
1879 and may be considered a milestone o£ the nineteenth century. 
•Among the contributors o£ articles were the famous continental 
~ musicologists like Spitta, Koechel, Rust, Doerfel, Pohl, Jahn, 
and Bohm, as well as the English musicologists like John A. 
iJFuller Maitland, 1856-11:136, William Barclay Squire, 1855-1927 • ,, 
''and Grove himsel£. Grove 1 a broad culture and encyclopedic 
--"-'-----'.:---.:....-"-'~..:;.;-c_-..;-_-c- -'~:__ _ _:; '-'..--~-- __ 
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. -·Intellect coupled to~niodern .methods of: on-the-spot-research were~ --·--.~" 
of tremendous influence on the course of musicology during his 
own time and afterwards. 
• DEVELOPMENTS ACCRUING FROM THE SPIRITUAL REBIRTH OF THE CHURCH. 
• 
Thus far the vitalizing forces which bore on music generally 
have been discussed. Other influences, equally important, have 
a direct bearing on the resurgence of church music composition. 
The most important of these was the revitalizing of the 
Church of England through the work of the Tractarians, whose 
activities are generally referred to as the Oxford Movement. 
SBt off by the famous sermon on "National Apostasy" by John 
of Kable in 1833, and sparked by the publishing at Oxford~ninety 
pamphlets \Or tracts) between 1833 and 1841 which urged a 
return to the ·principles and faith of historic catholicism, many:, 
changes occurred which were a stimulus to the life of the Church• 
It must be noted here that the Tractarians accomplished in the 
nineteenth what the Wesley brothers sought to accomplish within 
the Established Church in the previous century. 
The emphasis on the sacramental aspects of the Mass brought 
more frequent celebrations of it at the principal Sunday morning 
service, a service which had long been that of Morning Prayer. 
Full choral celebrations therefore were in order • For the firs~ 
times since Elizabeth's reign when only the Kyrie and Credo were 
usually set to music, full settings of the Mass began to appear.;: 
Parish choirs, formerly a poorly organized and nondescript 
accumulation of people who "led" the music from the gallery, 
'took on new life and enthusiasm. 
~:1---""'-------
li Novello's inexpensive editions[ 
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were now available to them and they could read the music by the 
Tonie Sol-fa system. The example of the local choral societies 
was instrumental in the parish choir's being better organized. 
4IJ Their pride in achievement was shown in their desire to move 
• 
down to the chancel, to wear cassocks and cottas, and to 
imitate their cathedral cousins. Eventually the cathedral choir 
.was to share its musical monopoly. Harmoniums at this time 
replacedthe small and ill-assorted group of instrumentalists 
'known as the "gallery orchestra~. Organs, though in use in 
cathedrals from earliest times, did not come into parish use 
until the turn of the century. 
Cathedral choir schools came in for reorganizing too, as 
,the result of Maria Hackett's, 1783-1874, impassioned crusade 
' 
:to improve the scandalous housing and brutal discipline. 
Stainer corrected the hitherto disgraceful educational standards ii 
and drastically changed the general set-up at st. Paul's 
Cathedral. 
Another product of the Tractarian Movement was the redis-
covery of plainsong and the labors in its behalf of Stainer, 
The Rev. Thomas Helmore, 1811-1890, The Rev. George H. Palmer, 
:1846-1926, and others. Dyce 1 s "Book of Common Prayer Noted", 
'probably after the example of John Merbecke' a book of the same 
.title of 1550, appeared in 1843. Later, the Plainsong and 
Med~val Society, founded in 1888, accomplished much by its 
ilneetings, concerts, and scholarly publications. 13 
:, 
concurrently, the interest in ancient and mediaeval sacred 
___ =·· ~--~i'11}1,"' __ i""_ t;eratur~_ ~a~ furthered by the research and translating 
li 
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7 achievements of The Rev. John Mason Neale, 1818-1866, The Rev. 
• 
• 
·.Edward Caswall, 1814-1878, John Chandler, 1806-1876, Isaac 
Williams, 1802-1865, and others • 
The increase of interest in carols of all lands and times 
and in English folk music generally dates from this period and 
was compatible with the interest in mediaevalism. The signifi-
cant research in this area did not come until nearly the end of 
the century, however, when the efforts of The Rev. S. Baring-
Gould, 1834-1924, w. Alexander Barrett, 1834-18~1, Cecil Sharp, 
1859-1~24, Fuller Maitland, and the work of the Folk-Song 
Society14 unearthed the beautiful treasure of English folk-song •. 
i'The researches of The Rev. H. R. Bramley and Stainer (Christmas 
Carols New and Old, 1871), The Rev. George R. Woodward, 1848-
1934, (Cowley Carol Book, 1901-02, Piae Cantiones, 1910), and 
in this century The Rev. Percy Dearmer, 1867-1936, Ralph Vaughan· 
Williams, and Martin Shaw (co-editors of the splendid Oxford 
Book of Carols, 1928) are likewise of great importance. 
It would do well to here point out what must by this time 
be obvious: to call all that was insipid and "pretty" "Victor!~" 
is an injustice. Admittedly, opulence and a high polish were 
characteristic of Queen Victoria's taste; but to look at the 
enormous ferment of positive value in music which took place in 
her long reign demands that the hangover of the cultural decline , 
of at least a hundred years before not be equated with 
''"Victorianism" in the popular sense. 
!iPARRY AND STANFORD. OUt of this background came two men, the 
first of a long line of hlnglish composers, who, if not geniuses 
1! 
II 
l 8 i in the Bach and Beethoven class, were generously touched by 
• 
• 
genius. They were c. Hubert H. Parry, 1848-1918, and Charles 
,, Villiers Stani'ord, 1852-1924 • 
The recovery of English music is often dated from 1880, 
when the first performance was heard of Parry's "Prometheus 
Unbound" for ·chorus and orchestra.15 1887 might be equally · 
_good for that is when his "Blest Pair of Sirens" for chorus and 
orchestra was first given. A magnificent long fUll anthem for 
I 
:eight voices, it compares favorably with similar works by Brahms--
the first time in two hundred years that a work by an English 
composer does not suffer by comparison to a work by a Continental 
.composer& It echoes its British past, especially its Tudor 
I 
' 
heritage, in the. sonority and expansiveness of the choral 
forces and in the polyphonic texture, and, at last, after nearly, 
two centuries, a successor to Purcell is in evidence. 
The independence of the orchestral accompaniment from the 
·choral part reveals a sure hand at what soon becomes a feature 
of English choral music. The harmonic idiom soon to be known as 
"typically British" is seen here in the first eight bars of the 
·chorus part, reproduced on the next page. The fUllness of the 
harmonic texture and the beauty of the vocal lines are at once :1 
in evidence. Later to be regarded as "typically British" is 
the melodic idiom here seen in the first soprano line of the 
third and fourth measures and in the melodic descent on the 
words "and Verse". It will also be noticed the freedom with 
which the voice lines cross one another in pursuance of melodic i 
~ ~- --~ as well as harmonic objec_tives., 
'i 
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Another fine work is the splendid coronation anthem, so 
il 
:I 
!i 
•· 
' 
'· II 
l1 
used for Edward VII, George V, and George VI, ''I was glad when i
1 
they said unto me". It also was written for orchestral ji 
tl 
, accompaniment and throughout breathes a magnificence appropriat1: 
. to the solemn coronation service. The "Vivat" section sung at ! 
: the point when the sovereign enters Westminster Abbey is 
i' 
- ----·------ -- - :< 
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10 thrilling but the anthem as a whole is only slightly less so 
and can be used as an anthem for an ordinary church service by 
the ommission of that section • 
• It is unfortunate that his enormous output in nearly all media should contain so little church music. The unaccompanied 
motets from the "Songs of Farewell 11 , while not intended as 
anthems, are not inappropriate to church services. "Hear my-
·words, 0 my people", "Prevent us, 0 Lord", and "Lord, let me 
· know mine end" (this being from the "Songs of Farewell") are 
about all his anthems in use today. Nevertheless, that he knew 
:how to write inspiring church music is obvious and this know-
' ledge was passed on to a host of students in his capacities as 
. Professor of Music, succeeding Stainer in 1~00, at Oxford 
•University, and as Grove's successor in 18~4 as the Director 
' 
,of the Royal College of Music, a post he vigorously prosecuted 
:. until his death. 10 
Parry's equally famous contemporary, Stanford, while also 
a composer of a great amount of secular music, wrote much more 
for the church than had Parry. While the sacred style of the 
two is not easily differentiated, Stanford's use of Irish folk 
: material in his secular works show his country of origin. 
Stanford's influence on other composers and on music 
, generally was also very great. While a student at Cambridge 
I 
!( 
il 
I 
~ 'he became the conductor of the Cambridge Amateur Vocal Guild 
'which later was amalgamated with the Cambridge University 
::Musical Society. He was responsible for making Cambridge a 
:musical center through the excellence to which he brought the 
---~ ~_:-_-; =""----- --------~---- ;j 
II 
so 
- -- -~.:..- o_:__-...:-__ _ 
l 11 choir and the other musical activities in conjunction with it. 
He also served as conductor of the Bach Choir from 1885 to 1902,. 
His influence on his many students was great, both from his 
~ . postsas Professor of Music at Cambridge from 1887 until his 
1
i death in 1924, and as Professor of Composition at the Royal 
I• 
I' 
1 College of Music where most of his later composing was done. 17 
His ardent study of the music of the past and his work 
1 with Reinecke in Leipzig, and Kiel in Berlin, made him one of 
the ablest theoreticians of Europe and enabled his church music 
. to be, like Parry•s, in continuation of the best of the Tudor 
and Restoration periods. His splendid and very original 
j, handling in "Carol of the Nativity" gives evidence throughout of,: 
' the sureness of his feeling for folksong and plainsong by the 
.· modality of the harmony and the freedom of the rhythm. It is 
, for four-part choir and is without accompaniment until the 
I 
!. organ enters in the last verse. 
An excellent unaccompanied anthem is "I heard a voice from 
! heaven" which besides its noble beauty is outstanding as an 
18 
example of "sentiment without sentimentality". The text is 
. from Revelations 14:13 and deals with death. When this was 
1
. written, circa 1882, the Barnbys were dressing up similar texts 
with sugary sentimental drippings. But in this setting there 
, is neither lugubriousness nor prettiness. It is solid and 
... strong and reflects a profound belief and spirituality, The 
1 
melody is based in part on "Angelus ad virginem" dating from at ,, 
I' 
'I 
\'least the fourteenth century. Although mostly in four parts, 
i 
, there is a brief soprano chant-li]J:e solo and a brief'er part 
'---~.:.::._-_:::_::_ . ..=.___ -- _,-___ .;_: __ ~.--
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i 12 .for four sopranos, consisting of four bars in all. Throughout 
• 
• 
the writing is excellent in its sonority and in its purely voca~ 
qualities. (Example 10) 
Other anthems, however, are more typical of Stanford and 
show his particular contributions in style and form. One of 
these ~ is "Lol He comes", Example .11, which, while a late one 
(192~), carries on the principles in anthem composition which he 
was using nearly forty years before. 
of 
It is .rep:esenteti'\16 A Stanford in many ways: it is rather long 
and the tempo is Allegro, characteristic of his frequent use of 
brisk tempi. Another feature of this anthem which 1'1118 beginning to 
become standard in twentieth century anthems is the importance 
i' and the independence of the organ accompaniment. Its independ-
ence is asserted throughout in the frequent syncopation of 
either its or the choir 1 s entries, as in measures, 1, 3u, 39, 
76, especially in measures 81-84 and llu, 131-139, 156, and 167 •. 
Its use to punctuate and to accentuate the choral part are to be· 
noticed in measures 23-26, 81-84, 154-157, 171-174, and 184-185.' 
The dropping out of the organ part to allow an unaccompanied 
choral section is most effective in measures 180-200. In every 
·way the accompaniment is dynamic rather than static. 
Typical of Stanford and his followers and of special 
interest in the study of the modern anthem is the appearance of 
passages in unison. The BritiSh preference for music in four 
r'Or more parts was so insistent that from the early days of the 
', 
!Reformation down to the nineteenth century not a single anthem 
for unison choir was published. Since the last century, unison 
l~ --·- " 
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""" NoTE.-Part of the melody of" Angelus ad vtrdnem" is included In thiB Anthem. The tune, Which dates at least from 
the fourteenth century, and which is mentioned 1D OhauoeT aB B1lDI' by the "Ole:rk of Oxenford." wM &iven t;o me by Mr. 
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passages, either for a whole verse or the equivalent or for an 
entire anthem, have become a prominent feature of English anthems. 
Characteristic are the examples in this anthem in measures 
~ 27-30, 39-46, 101-108, 114-121, 155-156, 167-170, and 1~7-200. 
,, 
The practice of beginning a phrase in unison and at once 
broadening into four parts, either more or less, is seen here 
in measures 3-5, 73-74, 85-86, and three times in measures 
131-143; the same idea but with only two voices is seen in 
measures 58-65. Of interest also is the ending of a passage 
on a unison note as in measures 173-174, and 205-207, also a 
common device. 
Harmonic key changes, including the use of sequences to 
build up an already valid musical idea to a grander choral mass, 
much in the same manner as Parry, are also normal with 
Stanford and may be seen on nearly every page. The use of an 
organ pedal point is also characteristic in this and other 
anthems by Stanford and the contemporary school, examples of 
which are to be found in measure 15-18, 66-70, 114-117, and 157-
160. 
Stanford's excellent sense of word accent and structure 
' 
is noticed in the lengthening and shortening of certain syllables 
to enhance the interest in the text in a musical way. His use 
·of a musical device to paint certain words with extra signifi-
• . cance is most skillfully accomplished on the words "attending" 
i and "swelling 11 , measures l\:1-24, "Alleluia", measures 31-37, 
and "wailing", measures 68-72, which device also serves to 
achieve thematic cohesion and unity. 
__ ; __ ----..-.l•-;oc ____ _ 
;: 
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14 !:_:_ ---:'----=:...--Nearly every technique of choral composition from polyphonic 
'to harmonic techniques are used in this anthem. The feeling for 
the voice is always apparent as is the sureness of the organ 
~ idiom or the accompaniment. His skill is obvious but never 
academic or contrived because in addition to technique was an 
.·inner spirituality so admirably suited to the Anglican service. 
The anthem usually held up as the best example or Stanford's 
, sacred art is "The Lord is my shepherd" (Nov, 1886}. While fine 
'as music, per se, the present writer can not help reeling that 
it is probably the poorest example or his church music. The 
opening pastorale music may well be suggestive of the pastoral 
quality or the text, but it is too "effective•• and lacks the 
strength of the composer's later anthems. It does get more 
churchly towards the end, but the feeling that it would have 
i 
better served as a movement of a cantata is difficult to escape. 
The qualities of "LoJ He comes" are to be seen in many 
· other splendid anthems, a few of which are "Ye choirs of new 
Jerusalem" (S&B, 1910} in which an ostinato figure is used to 
advantage in the accompaniment; "And I saw another angel" (Nov, 
l\:128?); "Come Holy Ghost" (S&B, 11:122) and "Jesus Christ is 
risen to-day" (Nov, 1923), both for double choir, these are 
notable for the excellent use of large choral forces in good 
polyphonic and polychoral ways; in the latter, the dignified 
• "Alleluia" passages are a welcome relief from the sporty ones 
of the Restoration and after; and "When God of old" ( S&B, 
1~23) in which extensive passages in unison and others for 
-~ ~':ccompanied choir--sometimes with the organ playing only the 
' 
J 
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15 bass line--are employed. 
The seeds for the coming of age of the modern English 
school could scarcely be improved upon than those sown by 
• 'Parry and stanford. As will become apparent, nearly all of the 
.best twentieth century composers owe homage to these two great 
• 
men. 
CHARLES WOOD: A FOOTNOTj!; TO THE NINETEENTH CENTURY. Although 
Charles Wood, 1866-1~26, wrote much, little of it was for the 
church. Nearly all his anthems were written late in his career, 
after 1910, but they belong to the nineteenth century in general 
style more than to the twentieth. He was one of the outstanding 
"and most influential pupils of Stanford and of John F. Bridge, 
1844-1924, the famed Professor of Counterpoint at the Royal 
College of Music. 
He probably went further back into the past for inspiration 
than did stanford although his best works are not necessarily 
in that style. The Tudor influence is in evidence in "Glory 
and honour and laud" lDeane, 1925) for eight-part unaccompanied 
choir. 
were it not for "EJtpectans EJtpectavi", Example 12, Wood's 
name would perhaps have been omitted from the present study 
eventhough "•Tis the day of resurrection" (Deane, 1927) and the 
much performed 11 0 Thou the central orb" (Deane, 1915) are not 
without merit. But in "Expectans" an intimate and personal 
'element of a really noble character enters the Cathedral service 1: 
for the first time.l9 The language of the text by C. H. Sorley 
uses poetic devices perhaps too remote for the ordinary service 
. ~-=jc--~-~ -
,, 
I' 
,I 
. II 
16 
• 
• 
,, 
i 
of worshi:P: -However, d'eai:ing asoit-d'oes~wrt-li tht:i-uee. oi: 
ii 
:: 
:dedication to service, it is appropriate to services of confirma-
tion and those of a similar vein.20 
It would be difficult indeed to find a more perfect union 
of text and music or a more telling example of choral and organ 
writing which unite to create the special hushed atmosphere of 
1 
the last page and of much of the whole anthem. The conviction 
1 of utterance in measures 7U-81 is strong and fine. Although a 
,: full anthem, the middle section by being in a different key and 
··in a slightly more animated tempo suggests the full verse form. 
The mood is set by the organ in the introduction and in 
:,measures 32-37. The independence of the organ accompaniment is 
' at once noticeable in the choral parts as it weaves in and out 
i of the choral fabric, sometimes droppi~u~together. The 
I A 
'alternating of polyphonic, homophonic, and unison techniques in 
i· 
;'a more modern style than we have hitherto examined reveal the 
:hand of the true craftsman. 
The word accentuation is excellent throughout and shows the', 
care the composer took to make sure that the difficult text 
would be comprehendable when sung even by an ordinary parish 
choir. Note especially "Unwitting", measures 16-17, "Un-
latch' d", measures 22-2;), and the word-painting of ~or to tarry 
I there", measures 29-33. 
That this beautiful work should have inspired many composers 
' to ef.forts along similar lines is not surprising. Its message 
, is important and so directly set forth that the purist principle'll 
'!of some textbooks on ohurch music must be set aside to allow 
_::.:~.:::::...._,_~:..=._-;o-ff_::c:.:.::·=_.:_~-=--:::--
1: 
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Chapter 5 
THE MODERN BRITISH SCHOOL 
(Twentieth Century) 
Five years after the birth of Stanford was to come the 
•birth of Edward Elgar, 1857-1~34, the first, after Sullivan, of' 
,a line of' British composers whose fame spread beyond the shores 
of their native country. Elgar wrote nothing for the Anglican 
service and little for his own church, the Roman Catholic. It 
·is sad indeed that the genius capable of' producing "The Dream 
::of Gerontius", one of' the greatest choral masterpieces of' all 
:time, should have contributed nothing to the anthem repertoire. 
Others of' similar stature whose fame rests solely upon their· 
1
seoular works are Frederick Delius, 1863-1934, Cyril Scott, 
j;b. 1879; and Constant Lambert, 1905-1951. 
The significant composers who wrote sacred music, which 
often constitutes but a small proportion of' their output, are 
,•many. All were born between 1872 and 1~02 and most of' them in 
the early part of' that period. Those of' the front rank include 
I' 
Ralph Vaughan Williams, b.l872, Gustav Holst, 1874-1~34, Edward 
c. Bairstow, 1874-1~46, the brothers Martin, b.l876, and 
Geoffrey Shaw, 187~-1943, John Ireland, b.l879, Healey Willan, 
b. 1880, Arnold Bax, b.l883, Harold Darke, b.l888, Herbert 
~ Howells, b.l892, Peter Warlock1 , 18~4-1930, Eric H. Thiman, 
b.l~OO, and William Walton, b.l902. Of' these, only Bairstow and 
Thiman have confined most of' their inspiration to the church. 
" 
ii ,, 
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2 Up to this period it has been fairly easy to categorize a 
type of anthem as typical of a given period. In the twentieth 
century, however, so much variety is found that it would be 
~ impossible to point to one or two anthems as being typical of 
it. That is not to say that there are not certain character-
istics generally to be found in the twentieth century. Rather 
than discuss each composer of the above list, the procedure 
will be to discuss three types of anthems which are new to 
this century--in any event not dating earlier than Parry and 
Stanford--and then deal with miscellaneous anthems in the 
various older forms. 
THE HYMN ANTHEM. The first signs of what came to be known as 
the English Hymn appeared around 1600. They were intended for 
private devotional use, however, and it was not until the days 
of Isaac Watts, 1674-1748, and the Wesleys in the eighteenth 
century that hymns were considered for public worship. It 
should be pointed out that the mediaeval office hymn was not a 
··hymn in the usual sense: it was too refined an art product for 
congregational singing. 
The metrical psalms and psalm-tunes of the Calvinists had 
been used both in the Church of England and in the tree O:hurches 
since the sixteenth century. They were replaced by hymns in 
the free churches from the earliest days of Methodimn, but the 
• Church of England lagged about a century behind in adopting 
them. The Oxford Movement prompted a burst of translations 
" 
of ancient Latin and mediaeval German hymns and hymns both old 
and new came to be a regular teature of the services. From the 
·3 
~-'=7'-::-7::"~··-· ··-·-- ·-·-···--·· - ··-· ····-. -- --·· ...... _c ..•••. 
middle of the nineteenth century on, there were produced many 
hymnals more or less like the better ones of today, of which 
the most important were the first editions of Hymns Ancient and 
~ Modern in 1861 and the Eng1ish Hymnal in 1906. 
• 
Earlier composers had used for their anthems texts taken 
from the Bible, the Psalms especially, and the Book of Common 
Prayer. In the nineteenth century texts of the new hymns were 
'used for anthems in all the forms. A simple, hymn-like use of 
the full anthem and the full verse anthem forms were most 
commonly employed. Stanford used hymn texts in creating full 
'anthems like "Ye choirs of new Jerusalem" \1\:110), "Come Holy 
.Ghost ll922), and "When God of old" ll\:123). His treatment of 
the hymn texts was not unlike that for other texts, however. 
The new generation of composers used the older forms when 
setting hymn texts, but also added a form of their own, the 
.Hymn Anthem Form. It is derived from both of the above forms 
but has an individuality which, in its most characteristic style, 
is unique. It either elaborates on a well known hymn-tune or 
on a melody, usually in the style of a hymn-tune, which the 
composer creates. 
This form seems to be the favorite one of Thiman. In the 
hands of this very skilled craftsman, the results are invariably 
interesting and often exciting. It is for this reason that his 
"IDDDOrtal, invisible", Example 13, is chosen to represent the 
type which uses a familiar tune. No claim is made that this 
ia the' best anthem in this form either by Thiman or by other 
composers: it is merely a typical example of the form when used 
' - ----- -~-· -'-f.----- - -- -- -- -
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i4 ·by a very good composer. 
The first verse is for unison chorus; the second for 
unison men's chorus and then unison treble chorus; the third 
4lt is for four-part choir without the organ; and the fourth again 
• 
for unison chorus, in the style of the first verse, but branch-
ing out into five-part harmony at the end and with an Amen in 
:two real parts. This is the most typical scheme of the hymn 
anthem. The verses in unison and those in parts do not always 
, follow this order; any sequence may be used. An intense and 
more elaborate last verse like the last of this one is the 
usual procedure, however. 
This form is characterized by the economy of forces needed 
·•and the directness with which the material is presented. Note 
that there are no repititions of the text, this being partly 
due to the fact that the style of composition is homophonic, 
,ilike the hymn-tune it self. The vocal part writing in the third 
verse is fluent and avoids the harmonic squareness of the hymn 
tune. Notice that after the first phrase of the melody in the 
'soprano, the tenors are assigned the melody from measures 24 to 
, 26. Liberty is taken with the melody only twice: at the ends 
of the last two verses lmeasures ~0 and 3~) when the original 
' 
notes are doubled in length, the composer thereby producing a 
.broadening and forcing a ritard. 
' 
' 
The organ accompaniment, apart from a rather weak intro-
jduction, is uniformly spirited, interesting, and completely 
!independent. It allows the strong opening bars of the unison 
I' 
'melody to be unaccompanied and then comes in unobtrusively the 
-----'-"-"11 -- - __:::_:_:_:__::__;___ __.:__ 
! 
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5 ,~irst two times. The third time, measures 7-8, it asserts its 
independence by entering canonically, one beat behind the chorus, 
and in the next measure entering a quarter note behind the 
• .chorus canonically at the fourth. Note the continuity furnished 
-by the accompaniment between the ~irst and second verses, 
measures 10-12, and the third and fourth, measure ~1. The verses 
L 
,are bound together in a way that minimizes the verse by verse 
' feeling of the hymn tune. 
In the ~irst half of the second verse, measures 11-15, a 
~igure using the tonal inversion of the tune is used against 
·the voices. In the last hal~, measures 16-19, the descending 
,ithree notes o~ the beginning o~ the tune becomes a figure 
l~hytPmdcally di~~erent by reason of the strong beat occurring on, 
'the ~irst rather than the second note o~ the ~igure. After 
:dropping out ~or the third verse, the entry of the organ on the 
li i!last bar of the third verse, measure 31, is bold and dramatic. 
Rhythmic stimulation is obtained in measures 32 and 34 by the 
organ part's being in three's against the two strong beats o~ the 
choral partsf The characteristic use of a pedal point is only 
1 brie~ly employed, f'irst on an A ~lat and then on an E ~lat, both 
times adding to the broadening of' the choral ~abric. A brie~ 
thematic echo in the accompaniment is f'ound in measure 38 be~ore 
the ~inal broadening of the last f'our bars. The chromatic 
• !'tampering iii the last ~our bars provides an unexpected element 
'since the rest of the composition has been relatively free f'rom 
I 
chromatic alteration. 
. -~--~C -~~-jr- ~~C-
1 
! 
The accompaniment is typical o~ accompaniments in modern 
75 
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'British anthems both in the technical and the aesthetic detailS-
and accounts for the above detailed analysis. Analyses of the 
accompaniments of future anthems will therefore not need to be 
76 
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~ discussed at such length. 
• 
The vocal color of unison chorus, unison men•s and unison 
treble's choruses prevents interest from ever lagging while the 
four-part chorus of the third verse provides relief from the 
more involved and stimulating other sections. Harmonically, 
vocally, organistically, thematically, this anthem is wonder-
fully well-wrought. It is effective and straightforward and 
not fussy. From the choirmaster's standpoint, it also has the 
advantage of simplicity. Only the accompaniment provides any 
, difficulty of execution and that is but nx>derate. It is no 
•wonder that choirmasters, pressed by the shortness of rehearsals 
and the fact that it is not the usual thing for fine anthems to :, 
be easy, welcome the hymn anthems of Thiman and others. 
Although Thiman has written anthems in other forms, he is 
best known for his anthems of this type. While there is, of 
course, diversity in his handling of the material, they usually 
I 
,
1
have two attributes in common: vigor and strength. Others 
which are representative of him are: 
l. 
2. 
3 • 
4. 
5. 
~- -=r --- ----- -
I 
"0 Christ, the heaven's eternal King" (Nov, 1~27); 
the melody of this Easter anthem is based on the 
eighth ton;~; 
"Sing alleluia forth" (Nov, 1925); original melody; 
"Let all the world in every corner sing" l Nov, 1928); 
"Christ the Lord is risen again" (Nov, 1929); an 
Easter anthem in triple meter, the syncopation of 
the organ part is as strengthening in this case 
as it is stimulating; " 
"Thy Church, 0 God, her heart to Thee upralseth 
(Nov, l94u); the last verse, instead of being 
i-
ll 
Anth. 1140 OCTAVO ANTHEMS 6d. 
= 
Immortal, Invisible 
BY 
ERIC H. THIMAN 
The Novello Series of Short Choral Compositions 
Saits Order riference 
CANTIONES SACRJE 
CAROLS 
CHORISTER 
:r..1usical settings of the Roman Liturgy Can. S. 
Carols 
Ant~cms and Services for Female or Boys' 
vmces Chor. Se.r. 
GLEE ffiVE 
MUSICAL TIMES 
Glees and Madrigals G.H. 
OCTAVO ANTHEMS 
OCTAVO CHORUSES 
OPERA CHORUSES 
ORIANA 
ORPHEUS 
PARISH CHOm BOOK 
PART-SONG BOOK 
Miscellaneous compositions, sacred and 
secular, accompanied and unaccompanied, 
including a number of works for massed 
unison singing 
from sacred and secular choral works 
Early Madrigals, British and Foreign 
Part-songs for men's voices 
11isccllaneous compositions for the Service 
of the Church 
(In addition, many standard settings 
of the English Liturgy are published 
without series number.) 
Part-songs, Glees and Madrigals for mixed 
voices 
SERVICE AND ANTHEMS FOR MEN'S VOICES 
SHORT ANTHEMS Mainly easy, and suitable for Introits 
SHORT SETTINGS of the Office for the Holy Communion 
SCHOOL MUSIC REVIEW ) Miscellaneous vocal compositions for School 
SCHOOL SONGS use . . . . . . 
TRIOS AND Q.UARTETS FOR FEMALE OR BOYS' VOICES 
TWO-PART SONGS (mainly for Female or Boys' Voices) 
TUDOR MOTETS Edited by R. R. Terry. Latin and English 
\vurds 
M.T. 
Anth. 
Chor. 
Op. Chor. 
Oriana 
Orph. 
P.C.B. 
P.S.B. 
M.V. 
Sh. Anth. 
S. Set. 
{ 
S.M.R. 
S.S. 
Trios 
T.P.S. 
T.M. 
Lists '![ arry '![ the above will be sent on request. When ordering it is only 
necessary to give the order r~ference followed by the number quoted in the catalogue. 
LONDON: NOVELLO & CO., LTD., r6o WARDOUR STREET, W.r 
MADE IN ENGLAND 
IMMORTAL, INVISIBLE, GOD ONLY WISE 
ANTHEM 
WORDS BY W. C. SMITH* 
MUSIC ADAPTED FROM A WELSH MELODY BY 
ERIC H. THIMAN 
LoNDON: NOVELLO AND COMPANY, LrMrrm 
lr--: A llua.n con splrlto ~ SoPRANO 
~ • 
lm - mor - tal, in vis 
~ I' ALTO 
~ 
lm mor - tal, in vis 
f' 
TENOR ~ I 
mor - t~l, 
JF 
in . vis . 
BASil ~ F F ~ 
Allegro con spl~lto. d. =about aO lm mor - ta.l, in vis 
~ 1 I ~ ~ J 
I~ f~ i I r r i Oas.\N ~~ ~ ~ ~~ ll 
< 'Ped.. F 
• 
God on - ly wise, In light in ac - ce:-s - i - ble hid from our eyes, 
God on - ly wi~'>e, In lig-ht in f\C - cess i hie hid from our eyes, 
r ,J Jj~ E· rl : I 
God on - ly wise, In light in - ac - cess ble 
......... 
@®1> I I ~ F' r 
hid from onr e)·ea, 
-•· ,.__B I~ 
God on ly wise, In light in ac - cess - i - ble hi1l from our eyes, 
i • ble, 
~ 
i . ble, 
-~ 
ble, 
- ble, 
_,._ 
1en.ra Ped • 
Most 
Most 
4 
Most 
Most 
j~Jt~ r=:~} til-· l l #l p i d 3 l 
t-R F r 1 I -· 
Copyl'il}ht, 1926, by Novello and Company, Limited 
* From" The Poetical Wurks of Walt.er C. Smith," by pcrroisaion of Andrew .'\lelrose Ltd., Publiahen 
( . )
IMMORTAL, INVISIBL&, GOD ONLY WISE 
r~JJirrrr 
most gfo - rious, the An - cient of Days, r 1 J s AI - might- y, J J J J I vic - tor - ioua, Thy 
bleaa • ed, m~st glo · nous, the An - cien1l ~f Days, AI - might-y, Tic - tor - ious, Thy f!V· r r r J J!Frrr ~ I J J J j J J I 
vic - tor - ious, Thy 
• 
gr~at name ~. prai,•e. 
r: r: i 
:;_n - rest . hTg, un - hast - ing, and 
F F 
great name we prRise. 
( • l • For Contraltos only 
IMMORTAL, INVISIBLE, GOD ONLY WISII 
16......: 
1 
p 
,..., Jus - t1ce like moun-tains high eoar- ing a - hove 
Ill)· r r r J J I r r r r 
I I 
• I' ~=I= 
i 
r 
I -r 
PrJ 
9 r" poco rail. 
~~[> I 
I~ g"::!~ ~:Jt' and lo~~ 
v g~d . n·ess a~d lov~ 
~ 
~ -61- mf :,i.,.po~ ~ '-"' v ~~ ~r,·:~ J J ~ J n ~ 
I • < 
Thy clouds which are fount-ains of 
riJJJJ;& 
Thy clouds which are fount-ams of 
,, 
' 
' 
F I ~ I ~ 
1""""1J ~ I ~ ~-
22~~! ~· 1 1 "VJ I J J ;Jqd;;;gl r r=r .1 J:hl 
I.., 'fo all, life Thou giv • est- to both great and small ; In 
~~ai!~L~-· ~t=E::j~.mff=£@I~=J~~J§...,~~-~r==!~ .. ~~ !jl ~J§.J~)~;~1~5]~~-~J:hl 
To all, life Thou g1v - est- to both great and small; In 
.mf 
s-=+--d=R 
To all, 
~ LJ=±'l r 
To a.ll, 
I 
• rerJijJJ ,J 
life Thou giv • est- to both great and sm::tll; 
.. J 
life Thou 
rr Jirrrr 
g1v • est to both great and ~mall; 
( I l 
i" -· I 
In 
In 
=i1 
IMMORTAl,, INVISIBLE, GOD ONLY WISII 
25~~~~~~~~~~~~~~~~~ 
,~ 
all life Thou liT • est, tho of all; We bios· som and flour - ilb true lifo •• 
• . 
"! life ThDu liY - +_: -- ---est, ~Le true life of !!1 j 0 • We bios- som and flour • ish .. 
ot: 
v 
all lifo- Thou liv - est, tho tnte life of all; We bios . som and ftour - ish at 
@4=\t; r" 
all life 'l'hou liv- est, the true life of all;. . We bios- sam and flour- ish as 
l ~p9=~~41¥' J J. U p r Jl r r pLi B !@~~-- I --: lfi¥ F r J 1f f F HF@ 
28 j~~~p~r~r~F~r~~1s~iJ$1 gJ~J~J~.J~<~Jii~F~~~ 
lc~wcs on the tree, And with - er and per - ISh- but no~ht E 2 k c~ng eth 
~~%~==J~~f5~J§~T!~EJ~--=-.J~;;:;;g~~J~A~· J~,, ~I .~1 ~~~ 
-·- '-- ...... leaves on the tree, And with • er and per - ish- but nonght 
~ ~ nJ~ 00 J ctDJ 'bi r· 
.J J k 
ch!!lg eth 
r· Ef 
chang eth 
{9 p=p 
I 
on the tree, . • And w1th • er a.ml per • ish but noul!bt 
• f = 
f®@§==;J t' ~LE&c::@ Fr VM .J 
c~ng eth 
d -, ~~ 
~ 
leaves on the tree, And with • er and per - ish- bnt naught 
j!~~. ~~=tfl p mwq§k J 5 a &~ 
(~§ r-i J__.l I I --: 1J ,. -
I 
I R ) 
I.., Thee. 
I'"' Thee. 
~:.:l~ 
'1'hee ... 
. 1.~. 
IMMORTAL, INVIBIBLII, GOD ONLY WISE 
mosso 
i r· 
Largo ff 
r 0,..ra/l. il!= I r=i t==J i'" 
rit. 
A 
I dEr==rf±-RJ 
A 
rit. 
rU. 
l 
* 
r-¥ELr===i 
A 
rit. :If-!£. 
I 
=1 
.... _,._ ll .-;-----I -----=t=ra . __ 
- - ~ _- -------==-
Also puLli:>L~!d iu Novdlo':> 'l'uuio.: 3ol-fa l::leries, No. 2525. 
B: II 
men. 
t l • B 
men. 
t ) • 0 
men. 
-= 
men. 
II 
n 
( 7 ) 
HYMN-ANTHEMS'-----. 
Blake, L 
Chadwick, G. W. 
Chambers, H. A. 
Coleman, Henry 
Crimp, Herbert E. 
Davies, lvor R. 
Fletcher, Percy E. 
Harker, Clifford 
Harwood, Basil 
Johnson, N. F. Byng 
Robson, R. Walker 
Sampson, Godfrey 
. Shaw, Geoffrey 
Thiman, Eric H. 
Trant, B. 
Wadely, F. W. 
Watkinson, J. R. 
by 
MODERN 
COMPOSERS 
And now another day Is gone 4d. 
Saviour, again to Thy dear name 6d. 
Before the ending of the day... 4d. 
Lift up your hearts 4d. 
0 for a closer walk with God (Tune 'Caithness') 6d. 
The day Thou gavest (Two-part for soprano voices) 
(Tune ' Londonderry Air ') 4d. 
My God, how wonderful Thou art ... 4d. 
Our Master hath a garden 6d. 
Immortal, Invisible, God only wise (Tune 'St. 
Denio') 4d. 
Ye choirs of New Jerusalem (Tune 'St. Fulbert ') 6d. 
Hark, hark, my soul 9d. 
Holy Father, cheer our way 4d. 
Sweet Saviour, bless us ere we go 4d. 
0 worship the King 6d. 
Sun of my soul ... 6d. 
Sweet Is the work 3d. 
Awake, my soul, and with the sun 6d. 
There Is a blessed home 6d. 
Hail, gladdening light (Old English Carol Tune) 4d . 
Eternal Ruler of the ceaseless round (Unison for 
massed vol ces) 4d. 
Immortal, Invisible, God only wise (Tune 'St. 
~n~') 6d. 
Lord of our life 6d, 
Of the Father's love begotten (Tune' Corde Natus ') 6d· 
Praise, Lord, for Thee In Sion waits ... 4d. 
Sing Alleluia forth 6d. 
The spacious firmament on high (Unison for massed 
voices) 6d. 
The spacious firmament 6d. 
Light's glittering morn (Tune 'Lasst uns erfreuen ') 6d. 
Bread of heaven 4d. 
Dearest Jesu, we are here 4d. 
NOVELLO 
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7. 
. in unison;-uses- a -wei:l=conceived. t·rebie descant 
to the unison melody, a device also much used in 
hymn anthems; 
"Fight the good fight" (Gray, 1~48) ; and 
"O ye sons and daughters" ~ Di t, . 1932); a more 
elaborate and polyphonic setting than most anthems 
of this type. 
Most composers who have written very many anthems at all 
have written in this form. Representative, but in no way all-
inclusive of some of the most significant of these will be 
discussed briefly. 
An early example (1916) of this form is to be found in the 
festival setting for chorus and orchestra by Holst of "Let all 
mortal flesh keep silence" \ S&B, 1921). In spite of Holst • s 
superior skill in orchestration, this work does not suffer from 
i! being performed on the organ alone. Using an old French melody, 
commonly called "Picardy", which is half-way between the style 
of a carol and of a plainchant, the setting preserves the 
1 simplicity of the melody in the choral part and in the very 
interesting but subdued accompaniment until the last verse 
when the accompaniment gradually looms into prominence. The 
first verse is for soprano solo (or sopranos in unison); the 
second is for baritone solo {or section); the third is for four• 
part unaccompanied chorus, and the last is for unison choir 
: until the last three measures and the two "Amens", which are 
in four parts. 
Equally fine, but in a more elaborately worked scheme, is 
1 Holst's "Eternal Father" (Cur, 1~28), also dating from h1l6. 
'I The opening verse is for unison chorus, the second for four-
1, 
=~ _j.part __ chorus, the third for soprano solo, the :fl:iurth for four-part 
I ,, 
II 
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i 8 chorus, and the last verse is for two-part men•s chorus aocomp-
. anied by an ostinato "alleluia" figure for three-part soprano 
chorus.' Of interest is the fact that a new melody in the style 
41' of the hymn-tune is introduced in the third verse. This was 
• 
originally for chorus and orchestra and was then known as "A 
Festal Chime". In the organ edition, bells may be used, ad lib. 
Vaughan Williams has used the form with varying success in 
"All hall the power of Jesus• Name" (Ox, 1938) using the tune 
"Miles Lane", and "At the Name of Jesus" \Ox, 1927) using the 
tune "Kings Weston". Both are intended for congregational parti• 
cipation, presumably at a festival service. The former might 
be quite fine when sung by a large group, but both suffer some-
ii what from a stiffness and an academic qual! ty which is frund in 
so much of Vaughan Williams• sacred work. Though a pupil of 
,stanford, Parry, and Wood, he seems to have garnered only the 
! technique and none of the animating spirit of these men. It is , 
i ~ 
to be hoped that there is yet time for the frank beauty and 
loftiness so reminiscent of his revered teacher, Parry, which is 
found in his "Serenade to Music" and "The Shepherds of the 
Delectable Mountains", to find entry into anthems of similar 
·worth. 
"Lead us, heavenly Father" (S&B, 1~24) by Roger Quilter, 
b.l877, is an unobtrusive and devotional example of this form 
1
; on the quieter side and on the smaller scale • The last of the 
verses employs a soprano solo descant against a four-part chorus • 
. The modesty of the organ accompaniment makes this indistinguish-
:i 
l1 
able from the full verse form but for the fact that the same 
9 melody is used in each verse. Known almost solely for his art 
songs, he wrote little for the church. 
Also in the more quiet vein is the evening hymn anthem 
• "Bef'ore the ending of the da:y 11 ( CF, 1937) by Will an. It is a 
• 
facile piece of writing. Beginning and ending with unison 
chorus, the middle verse is for four-part chorus with the tenors 
'singing the melody. The organ is used only briefly in obligato 
!!passages in this verse. Willan' s penchant f'or consecutive 
thirds and sixths are in evidence and lend both a British and 
an archaic quality to the work. 
"Christ, Whose glory fills the skies" (Ox, l\J33) by Thomas 
Armstrong, b.l898, is a more elaborate and not nearly so obvious, 
!!example of the hymn anthem form. All the characteristics of the 
'free organ accompaniment are present, but the unison passages 
,are brief'er, there being none which last a verse. The texture 
!·is more polyphonic than is usually the case and the work is 
correspondingly more difficult. It is a well-written work and 
it is to be hoped that much more will come from the pen of this 
composer. 
THE CAROL ANlliEM. The interest in carols which was well under 
way by the end of the nineteenth century was not merely academic. 
Composers soon were using them creatively in their works. They 
used them in their original forms and also composed new ones in 
"the carol idiom. 
I' 
Both types will be dealt with indiscriminately• 
,[ 
Among notable early examples are Stanford's "Carol of the 
Nativity" (GS, 1909), and Holst's "Four Carols" of 1911, one of 
the loveliest being "This have I done f'or my true love"4 
\I 
au 
... 
-··- -
10 :(Aug, 1919). Parry also wrote some settings or carols; his 
"When Christ was born or Mary rree" (Nov, 1915) is much used. 
All or these settings exhibit true modal reeling as well as 
• .rhythmic rreedom. The style or writing is reminiscent or the 
sixteenth century madrigal in the rleetness or the part-writing 
and in the general mood. In these the simplicity and naivity or 
the carol itselr is preserved in much the same way Brahms 
• 
:accomplished the same in his settings or German rolk tunes and 
carols. HOlst~s settings use various ensembles or voices and 
are more elaborate than those or Stanrord and Parry. 
Since carols are usually in metrical verse, the similarity 
or requirements with the hymn anthem might presuppose a similar 
[!handling. The general omission or the organ accompaniment 
'brings many changes, however. The choral part is generally full: 
. with only an occasional and brier unison part. (The rirst verse' 
,, 
:or ,;This have I done" is ror soprano solo or semi-chorus.) 
From 1915 on, many carol anthems appear. They are so 
.numerous and varied in style that it is impossible to represent 
what might be considered typical or them. There are so many 
·excellent ones that choosing one as being in any way better than 
dozens or other. equally good ones presents a problem. Thererore, 
several carol anthems or high merit will be discussed berore the 
' example or this form is inserted • 
Howells' "Here is the little door" (S&B, l<al8} and "A spot- . 
,, 
' less rose" (S&B, 19191 struck a new note: modality and modernism • 
• 
1
The ease with which these two qualities mix, each complementing 
~_the :>~her, must always be~cause for rejoicing with the modern 
II 
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11. composer. In these two anthems, the modernism of the harmonies, 
the frequent changes of meter signature and the ensuing supple-
ness of the rhythm show the beginnings of the most advanced 
• stage of carol anthem writing. The "Little door" is mostly in 
four parts although there are brief divisi passages in the 
bass and soprano parts. "A spotless rose" is also principally 
• 
• in four parts with some divisi sections. The middle verse has 
a baritone solo carrying the melody with the other four parts 
furnishing an accompaniment. 
11 0 lily Lady of loveliness" by Maurice Besly, 1888-1945, 
(Arn, 1924) is in four parts. The soprano and tenor sections 
alternate in singing the words while the other sections are 
!humming throughout except during the last four bars of each 
verse when they sing "At Jesu Mass and vespertide". Those who 
are critical of humming in church. may, of course, use open 
vowels. The vocalizing on open vowels has many an example in 
the long jubilus passages in Gregorian chant and in much poly-
phony, and is probably a much better choral device. 
"Here are we in Bethlehem" (Ox, 111:30) by Willan is an 
anthem ot remarkable smoothness. The parts• movement is almost 
continually stepwise. The sopranos begin alone·and are joined 
by the altos and tenors in the second verse, the basses not 
entering until the third verse. The first two lines of the 
last verse are for sopranos alone also. No time signature is 
· given at the beginning nor are there bar lines in the usual sense• • 
.. Occasional wavy lines for the convenience of the conductor in 
rehearsal are included, however. The ending is especially 
ii 
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12 •interesting: 
• 
• 
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Walton's "Make we joy now in this fest" {Ox, 11:132) is a 
somewhat more simple handling of the carol although the passage 
on "Eya" is fairly long and florid. It is in four parts and 
makes use of a mediaeval text with Latin phrases interspersed. 
'' 
11 I saw a fair maiden" (Ox, 11:128) for five voices is one of 
ii 
the carols of Peter Warlock in the simpler style. No more 
highly polished gems can be found in twentieth century composi-
i'tion than the carol anthems and the lll)re numerous art songs of 
Warlock. The sure knowledge of and love for the voice is ever 
apparent as is the great tenderness and sincerity of utterance. 
There is a certain piquancy or tartness to his harmonic idiom 
which is particularly attractive and difficult of description. 
, It is "sour" but it ever leaves the listener with the desire to 
hear more of it. 
"Carillon, carilla", Example 14, is chosen as an example 
[:because it is typical only of Warlock 1 s inventiveness and 
:I 
I 
originality. There is no typical Warlock carol. Here the 
ibarmonic texture is unusually dissonant and free in the sudden 
,, 
•:.--~--
shifts of tonality. The rhythm is free, but is within a metrical ,, 
II 
a;, 
of the composer. Warlock was among the first to write instru-
mental accompaniments for carol anthems and is convincing in 
4IJ his manner of writing here. Unison passages for the various 
sections are alternated with, for the most part, short passages 
• 
for fUll choir, frequently without accompaniment. Ot special 
interest is his treatment of words in the manner of Purcell. 
" Note especially 11 Nostre Dame" in measure 13 and the freedom 
i' with which "riding" straddles the bar-line in that and the 
· following measure. Similar instances of his text-setting 
ability may be observed in measures 32-33 ("Jewry comes this 
, way"), measure 4>:~ \"Christmas"), measures 64-65 ("go and ill 
' 
I
' bedight"), and measure 67 ("winter Is night"). 
i florid burst at the very end is finely wrought 
The unexpected 
and is reminis-
i cent of the ending of Brahms 1 "The Quest" ( OxBC). 
f! "Corpus Christi" (Cur, l\:121) is an elaborate carol setting 
originally written for soprano, baritone, and string quartet. 
The composer's transcription of it for alto, tenor, and mixed 
voices is widely used. Most of the parts are divisi and do 
i. little but furnish a superb ostinato background on the hum and 
on open vowels. Featuring a drone bass, the accompaniment is 
. most effective for the very modal and archaic-sounding solos. 
"Balulalow" ( OxBC) is another fine example of an elaborate 
1: carol with accompaniment. In this a simple ostinato rhythm in 
' 
"triple meter over a drone bass is also featured. The simple 
carol melody is for soprano solo and in the first verse is 
Part. 
accompanied by organ alone. In the next (1the last}, the four- ·· 
-;r-· _. __ ..,_ --• - 1\" 
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Cradle Song 
Do. 
Do. 
Do. 
•no. 
Do. 
(L~haby)·' 
B. J, Dale 
. .. C. Erskine 
. .. G. V. E>·ans 
... F. 1\ridKe 
Do. 
Do. 
Do. 
(Unison) ... ... . .. 
(The Virgin stills the crying) 
{with Descant) 
(Men's voices) 
(Sleep, my babe} ... 
(Words only, 41. per wo.) 
R. H. Legge 
]. B.u-nby 
). Bamby 
]. Barnby 
J. Barnby 
Do, (The Virgin is hushing her baby) 
(with three other Carols) ). Barnb} 
(Words only, 41. pP.r 100.) 
198 •Darkness fell on the weary earth (with three other 
Carols) (Words only, 45. per IOO.) ... ]. Barn by 
364 Day, a day of alory, A ... ... ... . .. Old French 
(Words only, 41. per IOO.) 
45.5 Do. do. (with Descant) ... ... Old French 
... B. Tours 
E. Mnndella 
... TraditiOO(Il 
... Traditional 
1:19 Daybreak ... 
87 Desert, The ... 
3Q Dives and Lan.rus 
153 Do. (Men's voi::es) 
75 Earth to-day reJoices ... 
?'2 Earthly frif'nds will change 
Ancient Melody 
Ancient Melody 
A. Whitehead 
. .• H. Gadsby 
480 Echo Carol •.. ... .,. ,., ... 
46 Emmanuel, God with us ... ... . .. 
(•Welsh words, I~d.) 
488 Do. (with Descant) 
""N. W. Gade 
W. H. Sangster 
492 Eternal Child, The 
34J •First Christmas NiRbt, The .•. 
"' 
(Words only, 3s. per roo.) 
(with three other carols) (M.T.II?'~l 
(Words only, 4s. per 100.) 
•a6o to •a63 First Christmas, The ... . .. J. Bamby, each 
Do. The four numbers combined 
(Words only, 4S- per IOO.) 
11 •First Rood /'oy that Mary bad, The ... 
45o Do. with Descant) ,.. . .. 
... Traditional 
. .. Traditional 
... Traditional 
... Traditional 
... Traditional 
143 Do. (Men's voices) 
163 Do. (s.A.) ... ... ... . .. 
6 •First Nowell the anKel did say, The ... 
(•Welsh words, rjd.) 
435 Do. do. (with Descant) ... Traditional 
140 Do. do. (Men's voices) ... Traditional 
159 Do do, (s.A.) ... . .. Traditional 
246 Five Kin~s. The (Unison) ,., R. H. Leg~e 
462 Five lesser joys of Mary, The... Peter Warlock 
77 From church to cbmcch ... ... Ancient Melody 
40 •From far away we come to you ... ..• Dykes 
Do. (Unison, or for s.s.A. with ad lib. 
Bass) ... ..• ... . .. (S.M.R. 43) Dykes 
60 From highest Heaven I come to tell ... ... J Hi,I!IIS 
468 From jesse's stock upspringing M. Pr111torius 
509 From starry beiKht G. Rathbone 
377 From the East come monarchs wise ... C. M. Spurllnlt 
73 Gabriel'~ Messa11e ... ... ... Ancient Melody 
110 Gascon Carol (Infant so ~~:entle) 
···H. E:· waii~ 
... J. Barnby 
... Old Breton 
... j. Barnby 
420 Gather the bolh·-bougb •.. 
212 Glad Christmastide 
ll9 Glad hymns with one accord 
26.'1 •Gloria In Excelsls... ... ..• . .. 
3" 
373 
,, 
'73 
' 
.,, 
<38 ,,, 
" 
.,, 
H3 
"' '94 
' 
444 
1~4 ,,, 
" 3f-9 
..... 
" 
436 
'" 
'" ,, 
"' 404 
"' 
Do. 
Do. 
(Words only, 4s, per wo.) 
,., A. M. Goodhart 
{\Vord~'only·."~s. &t: per--~oo.) c. H. Lloyd 
•Glorious, beauteous, golden, bri11ht ... M. Tiddeman 
God rest you merry, fi(entlemen {Unison) ... G. Fox 
•oo. <•"Wetsb.'word~. t!ci:l ... Traditional 
Do. (with Descant) ... Traditional 
Do. (Men's voices) ... Traditional 
Do. (s.A.) ... ... ... . .. Traditional 
Do. (Unison or Two-Part, Stalf and Sol-fa) 
(S.M.R. 139) Traditional 
God's dear Son, without be~~:innlng .. , Traditional 
God that Is our Saviour ... ... E. H. Thlman 
Golden Carol, The (in D minor) English 
Do. ln E flat (Unison) 
(Stalf and Sol-fa) (S.M.R. J03) En11lish 
Golden Crown,_The ... ). Stainer 
Good Christians all (Unison) R. H. Le1111e 
•Good Christian Men rejoice ... ... Old German 
(•Welsh words, t6d.) 
Do. (with Descant) Old German 
Do. (Men's voices) Old German 
Do. (s.A.) ..• Old Gern1an 
Do. Old German 
Do. (Nol!ll ... ... ... ... . .. ). Jelfrf'y9 
Good Kinll Wenceslas looked out (Unison)... G. Fox 
•no. (iiWelsh" word~. tJuii ... Traditional 
Do. (with Descant) ... Traditional 
Do. (Men's voices) .•. Traditional 
Do. (s.A.} ... . •. Traditional 
• g~: (s ~ T a ·;·(arr.""by W'"G R;;ss) ::: f~:~::J~~;l 
Do. .,. .. (arr b\ G Shaw) ... Traditional 
Good men all of Chastres, The .. , Arpajon Carol 
3d. 
3d. 
3d. 
•d. 
•d. 
•d. 
xld . 
''· 
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•d. 
4d. 
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•d. 
''· 
''· rid . 
7d. 
2:\. 
•d. 
:12i: 
' d. 
•d. 
I\d, 
ld. 'd. 
t~d. 
'!' d. 
J6d. 
''· J6d. 
''· 
16d. 
''· l~d. 
''· 
''· 
''· 
.. ,~. 
'd. 
'd. 
''· 
''· 
''· 16d.
''· 
''· 
''· !d.
''· 
''· •!d 
"'· 
''· 
''· rid . 
3d. 
3d. 
I\d. 
roo G:md people, !live ear ... ... ... ... j. Swire 
26 Great God of Heaven is come down to earth Traditional 
459 Oo. do. (with Descant) ... Traditional 
149 Do. do. (Men's voices) ... Traditional 
3Q5 Green grows the Holly Tree ... F. Bridge 
n6 Hail, Christmas Bells ... . .. Old Hreton 
330 Hail, Savlour,long expected .. , ... E. A, Sydenham 
(Words only, 4&. per IOO,) 
279 Hark! all around ... ... . .. W. A. C. Cruickshank 
164 Hark! how sweetly the bellA (Fo.A.) (Arranged) G. Fo:.: 
400 Do. do. (s.A.) (Staff and Sol-fa) (S.M.R t9)., 
174 Do. do. (Unison) 
326 Hark, the bells are pealing ... 'j', Tomlin~~n 
4'5 Hark! what mean those holy voices ... ... E. Bunnett 
J?'o Do. ... ... {Unison) G. Fox 
400 •Do. (s.A.T.s.l ..• (Lute No. n) A. S. Sullivan 
4?'0 He came a little helpless child... E. H. Thlman 
46.5 Heavenly Gifts ..• Alec Rowley 
403 Heavenlr host, The ... ... C. W. Pearee 
270 Heavenly music clearly rln~:lng... J, V, Roberts 
?'I Here Is JOY for every aile... Ancient Melody 
3?' •Here we come a-wassailing ,., ... Tra:Utlonal 
154 Do. do. (Men's voices) ... Traditional 
161 Do. do. is.A.} ,.. ... ... Traditional 
407 His birthday keep with a JOyous Jay A. M. Goodhart 
439 His dwelling ... ... ..• G. Rathbone 
182 Holly and the Ivy, The (Unison) ... ... G. Fox 
"' •3 
"' 
'" 
Do. d'o. (Unison) (S.S, It7?') Arr. C. J. Sharp 
Do. do. (arr.) G. Shaw 
•g~: X~· (M·~~·s v"~ices)::: ~A~~~:~~= 
Do do. (s.!r..) ... Old French 
Do. do. (M. T .. lOIS) Arr. by E. H. Tbhnan 
208 •Holly berries, holly berries ... W. J, Westbrook 
346 Holv Hirth, The ... B. J, Dale 
256 Do. do. ... ... H. E. Havergal 
J99 •Holy night! peaceful night .•. I. Bamby 
245 Holy Qnest, The {Unison) R. H. Le11:11e 
t?'I Holy Well, The G. Fox 
59 Do. do. ... ... . .• Har. J, S. 
1!:13 Hosanna to the living Lord G. Fox 
183 How grand and how bright G. Fox 
21.5 How peaceful was the night H. Blair 
2.5?' Humiliation, The .•. ..• H. E. Havergal 
30 •Hymn for Christmas Day ... ... j, Goss 
(•Welsh words, 16d.J 
4.58 Do- do. {with Descant) ... ... j. Goss 
3g; ~Y~~r~rt~ee.!i1~e!~ Chri~tma;'Day ::: H.GA.~b~:~:! 
511 g~.' ~~.' (Unison) (S.M.R. 378) ::: M.'lnow~~ 
332 Do. do. ... H. D, Welton 
285 I bear along our street Breton Melody 
162 Do. do. (s.A.) ... ... ... ..• G. Fox 
Do. do. (s.A.) I Staff and Sol·fa) (S.S. 266) ., 
~~ 8~: ~~: {Unison\ T:·R. Matth~~s 
'W.5 Do. do. (6 voiceli) E. Silas 
426 I saw three kings a-riding ... G. Rathbone 
64 I saw thref'! ships come sailing In ... . .. Old English 
44.5 Do. {arr. with Descant)... ... . .. Old English 
341 •1 should like to have heard the Angels sing W .H.Sanllster 
(Words only, 3S. per IOO.) 
do. (with three 01her carols) (M.T. 873) , 
(Words only, 4S. per too.} "' 
•no. 
498 I sing of a Maiden ... ..• D. MacMahon 
39?' I sing the Birth was born to-night ... T. Adams 
44?' Do. do. ...H. Andrews 
3" Do. do. ... ... ... A. H. Hrewer 
Do. do. (M.T. 1030) ..• E. Elgar 
303 Do. do. . .. C. Erskine 
55 Do. do. G. C. Mardn 
3S4 •no. do. C. H. H. Parry 
387 Do. do. • .. H. Rhodes 
365 Do. do, ... ... ... . .. A. Sullivan 
?'o Immortal Babe Who this dear dav ... Traditional 
334 •In Bethlehem, tb<~.t noble place · ... ..• B. J. Dale 
40< •no. {With three other carols) (M.T. 873) (Words only, 4S. per too.) 
32 Do. do. ..• . .. 
311 In ~~lehed~~ (-&~~rirs s. 1?'31 
:w6 •In Dulci Juhilo ... 
Do. (T.T.n.n.l ..• 
19 •In Excel sis Gloria ... ... . .• 
"' '" 
'" , ..
'"' 
"' 3~5 
"' 476 
" "' 44 
Do. do. 
Do. do. 
Do. do. 
Do. do. 
Do. do. 
Do. do. 
In Mary's arms 
(•Welsh words, J6d.) 
{Men's voices) 
In Natal\ Domini ... . . ... . .. 
(Words only, 2s. per too.) 
In stable bare 
•In TerrA Pax ..• . .• 
In the ages past and distant 
In the country nil(b to Bethlehem 
... Ouseley 
John E. West john E. West 
Pearsall 
... Pearsall 
A. H. Brown 
A. H. Brown 
J. M. Crament 
... j. T. Field 
M. B. Foster 
..• G. Fox 
C. H. H.. Parry 
H. E. Button 
... W. G. Ross 
F. T. Durrant 
Dykes 
F. A. j, Hervey 
G. Hlne 
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1' chorus--s.fiigs. on "Ah"- what had-b-een the organ accompaniment for 
1
' the first verse while the organ weaves a new and complex but 
.·very soft fabric in the very high treble register • 
As elaborate and intricate as Warlock's carol anthems are, 
1 there is nothing pretentious or devious from the carol spirit 
; in any of them. It is indeed to be regretted that Warlock did 
not compose other types of anthems before his tragic and untimely 
!: death at the age of thirty-six. 
'· 
I Brief mention must be made of a carol by Bax: "Of a rose 
'I sing a song" (Chap, 1921). It is for eight-part choir with 
an accompaniment for harp, •cello, and contra-bass. The 
''interesting harmonic fabric is very much like Warlock • s. 
Other carols of equally high merit, generally in the 
/isimpler carol style, must be listed without further connnent: 
" 
Rutland Boughton, b.l878: "The holly and the 
ivy" (Cur, 1920) 
G. Shaw: "How far is it to Bethl ehem'l" (Nov, 11:122) 
"The snow lies thick" (OxBC) 
M. Shaw: "Kings in glory" ( OxBC) 
Thiman: "The holly and the iv'J" (Nov, 1927) 
Vaughan Williams: "Withers Rocking Hymn" (OxBC) 
Warlock: ''Tyrley, Tyrlow" ( OxBC) 
THE UNISON ANTHEM. The unison anthem is derived from two 
sources: the hymn anthem and the carol anthem. They usuall'J 
are of one of these two types although there is a third type 
which is gradually emerging which most closely resembles an art 
1
, song. The rediscovery of plainsong and the gradual introduction' 
!:of unison passages into anthems led to the sonority and the 
::effectiveness of massed unison singing being realized and 
!. 
I 
:appreciated. 
,, 
-=-:U...--
li 
86 
~c.- _.c. · · 1f · 
15 The hymn anthem type of unison anthem varies little from 
the hymn anthem form in its public character and in the freedom 
of the organ accompaniment. Although apparently easier to sing, 
... what with all voices singing together, the economy of devices 
for vocal interest makes more demand on the polish and finesse 
• 
of fine solo singing being in evidence. It is surprising to 
find that instead of their having been written for small parish 
choirs, most have been written for choir festivals and similar 
I, events where large numbers are available. Several unison hymn 
anthems of more than usual interest are the following: 
G. Shaw: "There is a Spirit singing" {Nov, 192\:IJ 
M. Shaw: "Go forth with God" (Ox, 1967) 
Alec Rowley, b.l892: "Be strong" lNov, 1':160) 
Thiman: "The spacious firmament on high" (Nov, 1':128) 
"Eternal Ruler of the ceaseless round" \Nov, 1927) 
The unison carol anthem is naturally more personal and 
delicate and would seem not to require a very large choral force 
, to be well executed. There are usually just as effective when 
, sung as a solo, a characteristic which the unison hymn anthem 
·,does not have. Five superb examples of this type are: 
Harry Farjeon, 1878-1948: "Our brother is born" 
l OxBC) 
Holst: "Masters in this hall" lOXBCJ 
Vaughan Williams: "Blake 1 s Cradle song" l OxBC); 
while having a carol-like melody, it is very 
little different from an art song 
Warlock: "Adam lay ybounden" lOxBC) 
"The five lesser joys of Mary" lNov, 1\:130); 
very simple, this is little more than a 
carol of five verses with a more than usual 
interesting accompaniment • 
Howells' "My eyes for beauty pine", Example 15, uses a 
text by Robert Bridges which is very much like that of a carol • 
. ~The musical setting generally, and the melody especially, 
I 
\\ 
87 
88 
- - ;; -- - . .:....~_:__.:........._,:..:... 
16 suggest the art song, however. In three verses, it is in 
unison except ror the closing of the second verse which is in 
four parts. One feels that it, like the unison hymn anthem, is 
• !. capable of being sung by a large choir to better advantage than 
• 
by a small one. It demands, however, as great a finesse when 
··sung by a large body of singers as it would if sung by a skilled 
.• soloist. Especially noticeable are the many changes of meter 
!signature and the corresponding rhythmic freedom. It is interest-
11 ing to observe the modernity of feeling achieved in this 
!; 
rhythmic way. The diatonic harmonic fabric strays to chromatic-
ism only to achieve modality by flatting the ti in the last 
•·line and in the ending or the second verse. (The use or chro-
11matics in the second verse instead of a change in key signature 
I, 
,. is misleading in this regard.) 
!I Other notable examples or this type of unison anthem are: 
Rowley: "Christ the Lord is risen to-day" \Nov, 
1~43J; this definitely requires a large 
mass or singers; with a smaller choir the 
great strength and vitality of this fine 
anthem is altogether lacking; 
w. H. Harris: "Vox Ultima Crucis--Tarry no 
longer toward thine heritage" \Ox, 1937); 
the first verse is repeated and the com-
poser recommends that a soloist sing it the 
first time through; an unusually interest-
ing anthem; 
Ernest Bullock: "Between midnight and morning" L 
(Ox, 1~41); the text is appropriate only r 
to war-time. '' 
!iMODERN MOTETS. 11 0 gladsome light",, Example 16, is an interesting! 1 
li !. 
1 
example or contemporary motet writing eventhough it is not at I; 
j, H 
1
1all "modern" in the usual sense. 
i ~ 
It is chosen as representative'! 
liof contemporary motets eventhough the composer has written but _ .. 
__ ~---=~-l_co~-- .-.... o ..... • 
I, . 
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rew anthems in any or the rorms. Although rairly short, this 
·motet has body, contrast, and climax, all within a truly sacred 
style, and seems a more complete musical experience than do 
... many anthems in this style. Undoubtedly the sense or complete-
' 
':ness is obtained in part by the contrast provided in the slow 
i modulatory middle section. Apart rrom this section, the piece 
1 is quite rree rrom chromaticism. The suggestion or the rhythm 
I, or plainsong with the alternating or rhyvhmic groups or two Is 
I and three 1 s preserves the reeling or antiquity or the motet 
11 
rorm. In its very British quality it suggests the Tudor school 
'and also the inrluence or Parry. The very vocal quality is 
1: seen in the harmonic and melodic movement in measures 10-16, 
22-32, and 46-48. 
I 
Willan, one or the most proliric composers of church music, 
has written many motets and is perhaps best known for them. The 
11 stamp or the sixteenth century is often more readily apparent 
I' in them than that or the twentieth, however. The inrluence or 
his interest in plainsong is ever evident in the step-wise 
movement or the vocal lines, in the diatonic quality or the 
harmony, and in his use or the modes. His "Six Motets" \Gray, 
I· 
: 11124) and his eleven "Liturgical Motets" (Ox, 1'::128) are or 
varying interest, but the competence of the writing and the 
' 
1: strong liturgical flavor which permeates them all rrequently 
• , produce a real beauty. The absence of time signatures and the 
1
' insertion of bar-lines merely ror the convenience of the 
! rehearsal director is Willanl s usual procedure. The fondness 
i. ror the parallellism or early organum is also a characteristic 
. -c~~·-r c_ 
' &0 
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i 18 . :"or much ofhi-s writing -whleli. giv~e~an~arch-alc~quaJ.ity-attractive --
and appropriate to the ancient texts he so frequently uses. 
'- The parallellism is used especially interestingly in 
• '
1
'Hodie, Christus natus est" (CF, 1935), the text of which is in 
• 
, both Latin and English. It uses the traditional plainchant 
1 melody in a manner reminiscent of Sweelinck•s setting. The 
· open parallel fifths and octaves of the first part of "Gloria 
:·in excelsis Deo" is most effective as is the subsequent 
1
repitition, this time with the third of the chord present, but 
with the chords in the second inversion. 
Whether in the simpler style of "0 sacred feastl-' {No. 4 of 
·:the 81-x llotetsJ or "0 King all glorious" (No. 2 of the Liturgi-
;' cal Motets} or in the more advanced polyphony of "Lo, in the 
·'time appointed" (No. 7 of the Liturgical Motets}, a sure hand 
,
1 
is at all times obvious. His "Apostrophe to the Heavenly Host" 
represents the composer at the heighth of his powers but is too 
,
1 
large in scale and too demanding in the skill and number of the 
voices needed to be included as an anthem. 
"The Three Kings 11 lOX, 1~28} identifies Willan as firmly 
i' of this century, however. For six-part choir, the identity of 
, the three male voices and the three treble voices is preserved 
, and used in the best polychoral style until the last two pages 
, when they combine in idiom and common purpose. The text, by 
'• Laurence Housman, is in the carol style, although the music 
,, 
·is not. 
Another motet with a carol text which is treated in the 
1 motet form is "This worldes joie" (Mur, 1~2~) by Bax. It also 
=~-~---
II 
92 
1~ !,belongs strictly to the twentieth century by reason of its 
• 
! 
:dissonant harmonic texture. For eight voices, its difficulty 
,places it beyond the resources of all but the most skilled 
' 
'church choirs. 
I 
I 
"Three Introits or Short Anthems" by Bairstow (Ox, 1~25) 
lare also contemporary in style and exhibit a fine technical 
I 
!1 skill together with an inner spirituality. The first one, "I 
I' 
sat down under His shadow" is the :roost novel in style. The 
tenor section sings in a quasi-recitative style that is somehow 
::reminiscent of the Hebrew temple and the other parts provide 
,: 
,, 
!an accompaniment. The other two, especially 11 Jesu, the very 
!! 
!:thought of Thee", and "I will wash my hands in innocency" are 
i!in the more traditional style of the motet form. 
II; 
"Set me as a seal upon thine heart" (Ox, 1938) by Walton 
is similar in style to the above "I sat down" in the Hebraic 
'flavor of the tenor declamatory passages. Opening with the 
I 
1
:,first phrase for tenor solo, the choir takes up the text with 
1the sopranos singing the same melody. This procedure, with some 
'melodic modification, is used for the next two phrases, after 
t: 
ii iWhich the anthem is full until near the end when a soprano solo 
' 
repeats the melody and text vf the second phrase. The rhythm is 
i !'extremely varied within the framework of bar-lines. The harmonic 
i: 
fabric is reminiscent of Warlock in its pungency and of Vaughan 
I! 
• ~~illiams in its dryness. 
!'1 Other motets of more than ordinary interest are the 
! 
11ollowing: 
_--:"= --it-~ Besly: "0 Lord, support us" lCur, 1~22) 
li 
II 
20 
• 
~- -~Richard~ Griiveti,~b.f89~:~o sweet Jesu"lNov~ 1~49 J; 
its simplicity is reminiscent of the early 
anthems of Tye but without the four-squareness; 
the tempo indication is "In flowing speech-
rhythm" 
Gordon Jacob, b.l8~5: "Brother James' Air" (Ox, 
1934); also reminiscent of Tye 
Thiman: "Author of life divine" (Whit, 1931) 
Percy Whitlock, : "Three Intvoits" 
(Ox, 1~30) 
!I 
•I OTHER FORMS. Full anthems with accompaniment and full verse 
: 
I' :i anthems are not dissimilar in style with each other or with 
llmany of the qualities of hymn anthems. Where contrast is 
li 
'lobtained in the full anthem with verse by a passage in unison 
i'either for solo or for a complete section, it is obtained in no 
' 
'less satisfactory a -.,nner in the full anthem by a change of 
I !,meter, tempo, key, texture, or any combination of 
II 
(:these. The organ accompaniment plays the important part in 
,, 
ii 
::these that it did in the hymn anthems and is not otherwise 
11 different. The same characteristics of good choral writing, 
,, 
il the using of unison and unaccompanied passages, rhythmic and 
!i 
iiharmonic freedom, use of polyphonic techniques, modality, good 
11 word accentuation, and the sympathetic treatment of the mood of 
,: 
1: the text found in the other anthem forms discussed in this 
Jl chapter apply equally to these two types of full anthems. 
:i "0, clap your hands" (S&B, 1920) by Vaughan Williams, 
',Example 17, is representative of the kind of treatment the full , 
\
1 anthem with accompaniment may be accorded in the twentieth 
i! 
::century, eventhwgt it is not typical of anthems in this form. 
li 
l1 Originally for an accompaniment of three trumpets, three trom-
,, 
,I 
j: bones, tuba, timpani, cymbals, and organ, the reduction c£ it 
I' ,, 
~'~=Jr~~-' 
!i 
II ,, 
I II 
- • ·- ..:....:....:,._.;. C~--'--- -----
21 ror organ alone seems splendid enough. The cue for the treat-
ment or the chorus and accompaniment has be en taken from "with 
the sound of a trumpet" or the text. An apt description of this 
• 
1 might be "modern primitive", an effect achieved by the harking 
back to the parallel fifths of organum and the general square-
·' ness and characteristic Vaughan Williams dryness of the harmony. 
"With a voice of singing" (Cur, 192~) by Martin Shaw is 
representative of the typical gusto and masculinity which 
characterizes much of this composer's early writing. Also 
characteristic is his use of trumpet motives in the accompani-
' ment. The only weakness in this anthem is the ease with which 
it becomes dance-like and trivial when care is not exerted by 
·the choirmaster to prevent this from happening. 
Other outstanding full anthems with accompaniment are the 
'following: 
G. Shaw: "Worship" (Nov, 1~27) 
"The day draws on with golden light" (Nov, 1~24) 
Whitlock: "Sing praise to God who reigns above" 
(Ox, 192~ 1 
Wood: "0 Thou the central orb" \Deane, 11.115) 
Representative of the full verse anthem form is "Jesu1 
, the very thought is sweet" (Nov, 1933) by Martin Shaw. This 
·.anthem shows the composer in his later development and puts 
''him in the line of Parry's spiritual and very English descend-
1' 
, ents. The modulation used in relation to the meaning of the text. 
i,results in a freshness of great beauty. The short modal 
I 
I: passages in the style of plainchant favxbourdon are especially 
::appealing. There are several things in the accompaniment, 
i 
I, especially in the interludes, which are unusually weak and which 
. __ ::~-::-c 
i: 
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O, CLAP YOUR HANDS. 
Motet for Mixed Chorus 
with accompaniment of 3 Trumpets, 3 Trombones, Tuba (ad lib.), 
Timpani, Cymbals (ad lib.), and Organ. 
Arranged here for 
accompaniment of Organ only. R. VAUGHAN WILLIAMS. 
1 
SOPRANO. 
ALTO. 
TENOR. 
BASS. 
0, clap yoilr hands, all ye people; shout unto God with the voice of triumph, 
For the Lord most high is terrible: He i~ a great King over all the earth. 
God is gone up with a shout, the Lord with the sound of a trumpet. 
Sing praises to God, sing praist~s; sing pruisets unto our King, sing r-ruises; 
For Gotl b 1\Jng of all the earth; sing yot: praise:; e'\'t'IJ·one that hath undt'r:.tanding. 
God reigneth over the heathen, God sitteth upon the throne of His holiness. 
Sing praises UJJto our King, sing praises. 
From Pslllm 47, rdth the mnrgimdt•cninu ofv.7. 
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22 1,lllay be excised by the conductor with considerable gain to the 
• 
I 
whole erfect of the anthem. The defects are seen in only about 
:'three measures out of the entire composition, however. 
"Sing alleluya forth in duteous praise" by Willan, Example 
!'18, is representative of the full verse anthem form and is also 
one or the composer's most significant anthems. Especially 
:noteworthy i.s the word-painting of "an endless alleluya" which 
'achieves so well the feeling of "endless". The verse sections 
'are ror the various sections in unison rather than ror soloists 
I' 
:,and represent the tendency of this century to avoid solos in 
anthems. The writing is of high quality throughout and the 
i· 
',rinal two pages of the extended "endless alleluya" culminate in 
a broad and thrilling climax. 
Other noteworteye;'-'ltples of the f'ull verse anthem are: 
Bairstow: "Tl 1gh I speak with the tongues of men• 
(Ox, 1934,; although this anthem might be 
considered too fussy by some, it contains some 
first class writing; the thematic unity 
achieved by the "charity" motive is notable 
as is the word-painting generally, especially 
at "I am nothing" and the ensuing passage; 
Ireland: "Greater love hath no man" (S&B, 1~12); 
contains some good enough writing although the 
general style is not quite on a par with the 
above examples; 
Willan:. "Christ hath a garden" (Har, 1940). 
It is to be regretted that one of England's very best com-
;r posers, Benjamin Britten, b.l913, has not contributed to the 
1, anthem repertoire. His cantata-like "Ceremony of Carols" is 
done at musical services at Christmas time and is a miniature 
' i: masterpiece. He has written two settings of the Te Deum which 
! are not at all distinguished, but very little els.e for the 
i:l8 
23 services of the church. 
-
It is to be hoped that he will soon 
turn his very great genius, especially outstanding from the 
vocal point of view, towards the anthem forms • 
• 
• 
--+l-----
Example 18 
Sing Alleluya Forth 
In Duteous Praise 
ANTHEM 
FOR FOUR VOICES S. A. T. B. 
AND ORGAN 
The words translated from the Latin 
by Reverend Johit Ellerton (1865) 
Music by 
HEALEY WILLAN 
Price 12 Cents 
THE FREDERICK HARRIS CO. 
OAKVILLE, ONTARIO, CANADA 
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2 Sing Alleluya Forth In Duteous Praise 
ANTHEM 
for 
Four Voices,S.A.T. B. and Organ. 
Words translated from the Latin 
By Rev. JOHN ELLERTON, 1865 
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CHRIST HATH A GARDEN 
Christ hath a garden walled around. 
A Paradise of fruitful ground, 
Chosen by love and fenced by grace 
From out the world's wide wilderness. 
Price Ten Cents 
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SING ALLELUY A FORTH IN DUTEOUS PRAISE 
Sing Alleluya forth in duteous praise, 
Ye Citizens of heaven: 0 sweetly raise 
An endless Alleluya. 
Price Twelve Cents 
Both Anthems are of Medium Difficulty 
THREE SONGS OF DEVOTION 
Contents:-My Lord, My Life, My Love; Come Thou, 0 
Come; Eternal Love (suitable for weddings). 
For Medium Voice 
Price One Dollar Complete 
THE FREDERICK HARRIS CO. 
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Chapter 6 
THE ENGLISH ANTHEM IN AMERICA 
It was proper to speak of a modern British "school" of 
i'composition for various reasons. While English composers exhibit 
:their fair share of individuality, the individual styles of 
:their music are bound together first of all by their common 
'· 
·,nationality, and secondly by the influence of Parry and/or Stan- i 
ford. The pupils of these two men were many, two of the most 
influential being Wood and Frank Bridge. Practically all ot: the!: 
!great English composers, if not pupils of one or the other of 
the 'first two, were pupils of either Wood or Bridge. 
I' ,I 
But in America, the term "school" would be a misnomer if 
il'"pplied to composition in the sacred field, although secular 
composition is gradually finding roots and may lead to the 
exhibiting of certain identifying national characteristics among 
;the native American composers. 
American anthems until twenty or so years ago were but pale 
I 
imitations of the worst 'features of the early nineteenth century: 
1! 
English counterparts, which is not to say that the vast majority 
~reduced today are any dift:erent. The congregations of the 
pineteenth and during the first part of this century seem to 
~ave had the same ideas of what oh~ch music should be that 
Charles II and his court~i% the Restoration' they wanted their 
·opera in church, too, and the paid quartets \Sometimes octets) 
'and those who composed for them let those who paid the piper 
,, 
100 
2 icall the tune. 
t' 
Among the most musically skilled of the native 
',American composers who answered the call were James H, Rogers, !I 
:1857-11:140, Harry Rowe Shelley, 1858-1947, Horatio Parker, 1863-
~ 1919, and Dudley Buck, 186~-11:141. In addition to these there 
• 
!were a number of English organists and choirmasters who came to 
; 
11 this country to live, They also helped fill the publishers' 
1
'catalogues with church music • 1 
But in the twentieth century there appear three men whose, 
jworks do not suffer by comparison with the best sacred products 
''of any modern composer abroad. These men are Everett Titcomb, 
b,l884, Joseph Clokey, b.l81:10, and Leo Sowerby, b.l81:15, Located 
l11n Boston, Chicago, and Claremont, California, respectively, 
!'there is no evidence that they have influenced each other, They'i 
I 
;' 
are products of no single equivalent to the Royal College of 
"Music, nor did they study privately under the same teachers. 
[~side from their American nationality, they have in common only 
lithe strong liturgical feeling of their religion (Episcopal), 
liand their interest in plainsong and early polyphony. 
TITCOMB. The appearance of "Eight Short Motets" in 11:134 (CFJ 
•' t! 
was primarily responsible for Titcomb's fame as a composer. His 
several works since then have shown that they were but a hint of 
what was to come. The texts of the motets are taken from the 
]communion propers of the Mass for the greater festivals of the 
' ,,
lchurch year. "Christ our passover" (No. 4J also uses the proper j: 
'Plainsong melody while "I will not leave you comfortless" 
'by f'ar the most famous of the set, 2 uses in the bass part 
"Alleluia". 
(No. 6 ~, 
,I 
"Veni ' 
iereator spiritus" to the word 
~:_:_-"- _-_-___ -;--- -- _, __ _ 
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,, 
ii Marked-by~~a~~imi;liicity and-a ~e:M:ain purity of style, then'*'-~-~-
1' 
*otets differ little from their sixteenth century counterparts 
j! 
ixcept in the matter of rhythm, which here is quite metrical. 
'i li 
liThe first motet, "Say to them that are of a fearful heart", 
ij and "I will not leave you comfortless" are probably the most 
,, 
ilinteresting, but the seventh, "Let us bless the God of Heaven'', 
I 
!furnishes the best example of his later harmonic style. 
i; These do not match his later motet "Ave Verum" (M&R, 1951) 
illLatin text only), however. The harmonic progression from the 
i' second to the third measure and later again near the end is 
;,identical with that of the same measures in "I will not leave 
//you comfortless", but the rest or the motet is marked by a more 
irhighly developed harmonic texture and a more advanced stage in 
;I 
lithe polyphonic technique exhibited. All combine to produce 
' 
,, 
iigreat beauty and freshness. 
Masses, other service music, and a number of organ pieces 
j[have more than ordinary interest but lie outside the scope of 
" 
'!this study. However, it must be noted that the "Victory Te 
:i 
'jDeum" \Wood, 1944) is perhaps the most important of all of 
/!Titcomb 1 s works and stands as one of the most inspired settings 
':in choral literature of this ancient text. 
To find a typical Titcomb anthem is indeed difficult. 
ijAlthough much of his output is identifiable by reason of certain; 
liidioms of his, nearly every anthem is in a different style. 
1
1: 
11 li"Behold now, praise the Lord'' \Wood, 1~38), the earliest of his 
!:accompanied full anthems, is perhaps as representative as a:n:y. 
\! 
ljBut it is representative only in the larger sense. (Example 19) 
"-~---u==-"· --- - - - " 
;I 
1: 
• 
• 
,, 
''as the mood of the piece underway and quickly leads into the 
i: strong unison choral phrase. The rhythm of the short upbeat of 
I' 
!! "Behold" and the diatonic melodic line of measures 4 and 5 are 
' 
jj characteristic of the composer. The polyphonic freedom in the 
il entries of the parts and in their independence is evident from 
,, 
!:measure 7 thro~ the following one and a half pages. 
The harmonic idiom is in no way pioneering and stems from 
no particular composer or period; it is merely his own. Seldom. 
1: does he go any further into what loosely could be called 
',"modern" harmony than in measures 16 to 20. While very traditiop-
, 
I' 
II al, his harmonies are interesting mainly because of their 
1
: diatonic strength and their avoidance of the trite. 
The opening melody is assigned to the tenors in measures 
and 25 with the alto and bass joining in unison in the next 
r:measure. The late entry of the soprano is effective and pro-
/lvides a descant-like 
·'organ is ~ndependent 
second part to the unison below while the 
of either. The same scheme prevails with 
the extension of the word "praise" in measures 28 to 30, and at 
this point the relation of that melody to plainchant is more 
, apparent than before. The gradual changes in key feeling 
' 
, throughout this page are also characteristic. 
1. The unaccompanied middle section, measures 41-64, is fairly'. 
ii !!typical of the composer's motet style: the writing is very 
., 
1· vocal and well-knit. His modulatory excursions throughout this 
' :: 
·• section are especially interesting. 
At the end of this section, the re-entry of the organ in , 
_·:_o--:::_~~==:.;;;::-:-:" ._._-_-.:::-.o..::=..::-.:_--: -·----~==-o:--:-·-.:- ·- :::::::-- [l- , .. 
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5 measure 65 is convincing and the rest of the interlude is a 
notable example of the composer's ability to broaden as he 
!builds up tension and excitement, especially in measures 6\:1 and 
4IJ .70, through the simplest harmonic means. The entry of the choir. 
i' as at the beginning is strong and begins the final summing up. 
• 
,The organ accompaniment in the last three beats of measures 76 
and 78 increases the festive nature of the anthem as does the 
'pedal point to which it leads and the modulations through 
i 
'measure 80. The choral writing is in two parts: soprano and 
tenor unison and alto and bass unison, from measure 79 through 
!84, although an additional soprano part is provided for use ad 
11 lib., measures 81 to 84, and except for the unison passage in 
•measures 86 to 88, this scheme is used for the rest of the 
il 
.anthem. The original theme of "praise" is reiterated by the 
II 
i· organ part in measures 90 and 91 and leads to the broad climax 
'! 
i' characteristic of the endings of anthems by this composer. 
11 The strong, robust, and very masculine rhythm and the 
.I 
1
' attendant vitality and joy are features of this anthem and are 
, found in no less measure in Titcomb 1 s other writing. The 
i, touch of the past in the suggestion of modality is less ,. 
•I ,, ,. 
!'apparent in this than elsewhere in his work, but is not altoget1lF 
,. 
ii 
1: The next anthem, "Alleluia" ~Wood}, appeared in l\:141, and 
i! 11 
''by its use of a plainchant "alleluia" clearly set the pattern of!! 
the liturgical quality which has been characteristic of Titcomb+ 
later anthems. The syncopation of the opening "alleluia" phra;:Le 
1; and the prolongatio~of the "All the earth doth worship thee, 0 
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MIXED VOICES 
(s--/&n.s) 
"',o. ,_ 
:o6:z Glory aad hoDOC .faJ.&d . .,. .. , 
>tip MomiagHymn Goolz H.u:/Jcl .12 
211) TI.e Lord is my Light D.iel Pndc1w .. , 
a&, Now lr:t lwa-. aad -ell adore n-
(From the Canwa, "S' pen, wv' . .e!") J<J-a Sol ·f = &cb .12 
289 Glory ID God ill the higbat G. B. Paplai .. , 
291 Born to-day! (Hodie Ouiacua - eat) J. P. S. ad· cf ,I, 
~ Seod out Thy Spirit 
(Emi~ SpirUum. tuumi .A-.}os.~ .lj 
296 h wbm at eftllillg 1¥-t~ .u 
2IJ7 Lo, how a Rooe MMMJP,. 'itu .10 
.1911 So keep - .n this holy feut -""- s.btuli4a &P .I, 
JIIO Lead me, Lord ~~W<tky .ro 
30, A.e....,.... 0-. Word oiGad I-) 1V o/frpag '*-'ltta ~...., .12 
)06 Lib u the hut cleoim:h the - ._.. y_,NtwJJt, .10 
)o8 Hca_, ia IOf home Gootaor B. Nmtt .I, 
3"9 ~IIDRzmml • Ricbtm/F- .1a 
Jl6 G&at aad Glotionu Fran::: Jogpb ~ ~·8 
Jl7 Thy werd · io a lamml HmryPrmJI .1, 
)20 Hear me when I caii IGagHtJJ .12 
)22 TI.e woods and e_.y awuh""'Ding tree Job. E. 1V at .12 
J23 n.e Lord ia eaalll!d }obrt E. Wm .10 
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MIXED VOICES 
(Fifth Serits) 
No. Price 
43° The Beatitudes Christoph" Thom~s ,I j 
43' God is our hope and strength Christophlr Thomas .12 
433 Triumphant strains arise F. E. Chipm~n .Ij 
434 The risen Lord C. W. GrwiU ··~ 
431 Awake, thou that sleepest C. W. GrwiU .Ij 
436 Crown Him with many crowns F. H. &aclutt .lj 
437 Blessed be the name of the Lord c. w. Grw1U ·'I 
438 The way is long Mdtthlw N. Lllnlf•ist .Ij 
444 Praise ye the Father Charhs G.,PUNI .10 
441 Bless the Lord Miuillppolitoff-lwmoff ·'5 
446 Give ear unto my prayer ]arob A.rr:ad•lt .12 
449 Kec:p Thy Church, 0 Lord Gawln11 E11ans .Ij 
41° 0 Lord, Who hast pity Christophlr ThoiiJIIS .u. 
45' Two Short Anthems: Christophlr ThoiiiiiS .Ij (a) In Thy Light 
(b) Master of Mc:n 
41'- Bc:nc:dictus c:s, Domine: G•rtln1r Evans ·'I 
4H Praise: the Lord, 0 my soul c.w.G,.,. ·'5 
411 0 Trinity of Blessed Light F ranris W. Snow ·'S 
416 0 God, be merciful to us John H. Y.,w .. , 
417 Behold now, praise the Lord Ev,.tt Titcomb .18 
458 The Canticle of St. Francis Christqph~r Thomas .. , 
419 Behold now, praise the Lord Fran<is W. Snow .IJ 
461 God is perfect and just Dani•l Proth- .Ij 
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Behold now, praise the Lord 
From Psalm 134 Everett Titcomb I• 
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ZOI Halklujah, Amen ("Judas Maccabaew") c-g. Fritlnic f£nJJ .. , 
zoz Beside Thy cradle here I stand" ,.._ SJMst;.,. &.c6 .10 
20J Let their celestial concerts unite ("Samson") G.orgo FriJml: H.mJ.I .. , 
'"" 
Hallelujah Chorus ("Mount of Olives") r..-lwig ..... BmboPt:• .12 
205 0 Lord, increzse my faith Or'-Jo Gih6om .10 
2o6 W zsh me throughly from my wickedness S,,.,../ s.b.utWn w ""' .. , 
207 Evening Hymn H. &lfoor G.trdinc .. , 
2o8 <lhristus factus est (Jesus on« fot our ulvarion) FdinA..mo ... 
""9 Thou knowest, Lord, the secrets of our 
hezrts H<n'? P,.,..// ... 
210 Lord, for Thy tender mercies' S2ke Rid..rd F.,..u .10 
Zll 0 przise ye the Lord (Psalm • so) a-Fwmc~t .20 
... Break forth, 0 beauteous heavenly light ,.._ s.N.- &«h .S(I 
2J6 Hold Thou my hand c s. S.V• .. , 
ZJ7 He leadeth me a...tn Nor.Jm.m .. , 
2J9 How lovely is Thy dwelling place Joh.ntro.s Br.Jntu ... 
240 Awake, thou wmay earth Jo!Nnm s.Nsti.m &.c6 .12 
'4' At Thy feet Job.nn s.Nsti.m &ch .. , 
242 Hosanna to the Son of DaVId Orl.mdo GiMHms .. , 
Jesu, joy of man's desiring johann S.b.zsti4n &ch .• z~o 
.16 
2~3 The Cherubic Hymn Altundt:T Grttchttninoff .. ,_ ' . ...  
2, The Lord is my light ChtJttr Nordman .. , ·-· 
'·'-
2S8 Angel voices ever singing (Chnubim Song, No.7) D. S. Bortni4nJry 10 
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6 · God, and sing of' Thee "• together with the suggested organum of' 
·. the f'ollowing phrase, are all more of' the past than was anything 
in the previous anthem, but at the same also more in the 
... twentieth century in idiom. The Russian school of' church music 
,
1 
of' the last century is suggested in the one rather short and 
',the other rather long unaccompanied phrase on the reiterated 
' 
"Alleluia". The excitement of the last pages is climactic as 
it leads to the last plagal "Alleluia". 
"Come ye f'aithful" (Wood, 1942) is a very long Easter 
·anthem and instead of' merely suggesting plainchant, takes two 
chants, the Rlleluia of' the first Mass of' Easter and the sequena~ 
II 
li 
·hymn "Christ our passover", and weaves them most ef'f'ectively 
into the general scheme. The polyphonic alleluia section sung 
against a notably bell-like organ ostinato f'igure made up of 
the principal beginning theme is especially moving. 
The later "Christ our passover" section begins with the men' 
singing the melody f'ollowed by a sof't phrase in contrary organum 
over an organ pedal point. This latter device creates a con-
temporary ef'f'ect within a "correct" modal f'ramework. This 
scheme is repeated with the chant phrase being sung in unison 
at two octaves followed by a similar choral passage in organum. 
These two sections are strikingly beautif'ul examples of' plain-
song put to creative use in the present day. The continuity of 'I 
~ the present with the past is strengthened by such devices and 
' f'its into the pattern of the Anglican tradition. 
The plainchant Alleluia is used again at the end but the 
,, organ ostinato bell f'igure becomes a bit cloying and, unlike th~: 
.t.: ----- -tl 
7 
• 
1 the previous use, rather mars the attractiveness 0?--the chant. 'F 
' 
. The tonic-dominant-tonic bell effect of the pedal is destructive.' 
i: 
' 
;tof the modality of the chant. Harmonic and rhythmic devices 
I' 
i· appear in this anthem which in this case constitute the main 
i~theme~~lheh in later anthems become mannerisms. The upbeat 
I' 
device of the following example and the inversion of it, both 
rhythmically and harmonically, is much used in this composer's 
,works, especially as a connecting link between phrases. 
Other anthems prominently using plainchant are "Nowell" 
'(Wood, 1~48) and ''God is gone up with a merry noise" (Gray, 
··1\152). The former is not a carol anthem eventhough a carol 
·text is used. The "NowellJ" opening is especially fine and is 
·reminiscent of the strength of "Behold now". This otherwise 
f'ine anthem is marred by the insertion of a modal "Ave Maria'', 
,which, while good enough in itself', is musically and aestheticalo. 
, ly out of' place. Most of' the long "God is gone up" is first 
• ;·rate but the trivial trumpet call f'or the organ after "with 
,'the sound of the trumpet•• of' the text and used as a thematic 
device several times later is particularly weak. Its omission 
' • .J.;_. - -
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8 ~in perrormance would enhance this otherwise splendid anthem. 
several other anthems which do not use plainsong motives 
i':are particularly outstanding. "Let us now praise ramous men" 
• :·(Wood, 1~45) and 11 0 love how deep" (Gray, 1952) are excellent 
in dirrerent ways. The overall brilliancy or the former is 
achieved in part by the errective contrast or the two middle 
• 
·sections. The hushed awe and desolateness or "and some there 
be, which have no memorial" and the calmness of the ensuing 
I 
:"Their bodies are buried in peace" are indeed notable. The 
!!efrective word-painting or "0 love how deep" is as fine as the 
'j.deep reeling which pervades the whole or the anthem. 
Other anthems to be mentioned are: 
1. "Ride on, ride on in majesty" l CF, 1949 Ji a 
strong suggestion of the approaching crucifixion 
is mixed with the triumph or Palm Sunday in a way 
not often encountered in anthems ror this day; 
2. "Jesusl Name or wondrous love" (Wood, l\147); 
written for a boy choir, it is moving in its 
simplicity and intentional naivity; superb 
technical craftsmanship is well applied to this 
lovely miniature; 
3. "Eternal praise" (Wood, l94l:l); contains good choral 
writing but should not be compared to other settings 
of the same text \"Sing alleluia forth in duteous 
praise"). 
Nearly every year rinds new compositions ror the church 
coming from the pen or this composer. The virility of utterance· 
and dignity of expression combined with a poetic sense have made:' 
,Titcomb's compositions respected both here and abroad. That he 
has so wisely written them with the amateur parish choir in mind 
has made fine music in the best liturgical traditions available 
:to all. 
-----=" _---==u 
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8 CLOKEY. The rirst compositions or Clokey date back to 1~17. 
j, 
ii Since that time there has been a steady output or works both 
:1 large and small in various media, the larger portion being 
• voee.L works, both solo and choral. Besides anthems, he has 
'written ten masses, a large number or carols, and many canticle 
!: settings including a magnificent Te Deum \ JF, 1938 J, all or 
li 
;: which are characterized by the imaginative handling or the text 
" i' and the surety with which the materials or contemporary music 
,, 
··are handled. 
His knowledge or ancient texts is particularly in evidence 
1: in his carols. They show a grasp or idioms appropriate to the 
linationality of the text and are truly modal when such tonality 
is appropriate. As unpretentious as they are, they exhibit the 
"carol in an appealing purity or style. Representative are the 
' rollowing: 
1. "The storke" (JF, 1926} (English); with organ 
and alto solo; 
2. "Two French Noels" (Bir, 1931); unaccompanied; 
3. 11 0 tell me, children dear" \Bir, 1\:131) {German); 
ror six-part choir and organ; 
4. "Adoration or the flowers" (Bir, 1935}; contains 
alto solo and organ; 
5. "Carol or the palms" (Bir, 1935); unaccompanied; 
6. "The last lear•• (Bir, 1938}; unaccompanied; in 
the seventh mode. 
Among his rull anthems, "Christ conquereth", E:xample 20, 
ll 
li 
! 
is perhaps most representative. Using an ancient Easter antiphon, 
it is built upon three traditional plainsong melodies which are 
• ' .used throughout. The opening "Christ conquereth" is a traditional 
1
:melody, Psalm 117, measures 12-15, 18-21, is sung to the eighth 
' 
' 
____ ..::::;:j_ 
tone, and each part or the polyphonic alleluia section is n 
" 
" 
~ ! 
" 
,, 
,, 
1\ 
109 
---~ -·-· ·------ ...... ......=...~·~-~--· -·--·-
6 9 ,based on the proper melody of the Alleluia of Easter in the 
• 
• 
seventh mode. The 4/4 meter signature could have easily been 
. omitted from the printed score as it is disregarded most of the 
I 
1 time as the rhythmic freedom of the plainsong is scrupulously 
,. preserved. 
,, 
To the traditional elements is added a brilliant organ 
accompaniment in the organum style but of decidedly modern 
· character. It is strikingly effective in its main role as a 
··fanfare before and after the choral entries, but is as well 
used in its accompanimental role. Note in measures 35-36, 
!39-41, and 58-61, how thematic unity with that of "Christ 
' conquereth" is achieved. The many trumpet-type fanfares would 
, seem, on paper, to break the continuity of the anthem, but the 
reverse is true. They not only bind the various themes and 
parts together, they aid in the general heightening of the 
! intensity of the choral parts which builds continuously from the. 
i,beginning to the impressive reiteration of the antiphon at the i ,I 
h 
·end. Notable is the contrast of the very rhythmic accompaniment 
I' 
• with the free rhythm of the choral part. The mixing of the 11 
I! 
:'unaccompanied choral passages with the accompanied ones and 
,the technique of the choral writing itself show an experienced 
[:hand and~sure knowledge of choral singing. A more festive 
!'Easter anthem than this and one at the same time so firmly 
.entrenched in liturgical style would indeed be difficult to 
·find. 
The most important anthems of this composer show the same 
'techniques at work. "King of Kings" lBir, 1941:1), another 
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Ancient Antiphon 
Psalm 117 
Christ Conquereth 
Anthem.for Easter 
For S.A.T.B. 
JOSEPH W. CLOKEY 
Solo (or Small antiphonal Chorus) 
;.. ,., pp 
Soprano 
I""' *Christ con-q~er.eth, 
,., 
Alto 
1"", 
Tenor 
I"' 
Bass 
Allegro moderato (J about 108) 
Organ 
1'1 ~I I lo II ~ 
.., 
mp WI ~~-p.~ 
L-J'~ 
Q. fL•f2-' 
" 
. 
.., ~ 
Christ reign-eth, Christ ru - leth. 
,., 
t-Il 
.... 
. 
. 
" 
;;r:~ 
==· 
1: I U£b l !• f ·~&.:; ~;:;~ ==i ~ . !!- !1 .. 
.... 
I 
Pedal !"'[--
* Traditional mtdndy 
J F.& B. 7235-10 
Orchestral part< obtainable 
Copyrigkt, :ltJ/17, 6y J. Fisc/,.,. <f Bro. 
Interna.tional Cop)Tight Secured 
6ec4anical and all ot4er '1'-a'g4ts reserved Printed in U.S.A. 
" 
' 
3 
,., " 
I~ 
II 11if> 
-~ AI- le -
nif> 
-
[OJ AI - le - lu-
-
_,Tutti 
- -
6 
.. ~&~ 
praise the Lord all ye na - tions, ______ 
t• o' ~ .--· I:_ 
.., ... ....___.._ 
~ ~>----
---
-
I~ AI 
- le - lu - - ia, - -
" 
;;,.. 
1.., 
- AI - -lu - ia, 
-
le - lu -
-
ia, 
II ""'~ 
--""" -
1 .. ia, ____ AI - le - lu - · 
- ia, 
f 
. 
Praise Him all ye peo- pies_ 
--------.0.. ::::1: 
" 
I ~ E::::::O.B {ft I ~-~~-::::: .._ 
-
-
J.P.& B. ?2811-10 
,...._/) 
~ 
1'1 mf"'"_., 
I"' AI-
,m.r;., 
,..., 
I'J t· 
ltJ 
ll 
:-AI- le - lu 
r 
- ,-e-
lu -
-
lu -
-
lu -
-
le 
ia, 
-
,... I 
. J.F.& B. 7285-10 
-
'" ~ 
AI - - le - lu - ia,_ AI - - le -
> f> 
~ ~ 
-
lu - ia, AI -
- le - lu - ia, AI - - le -
> ~ 
-
f> 
-AI - - le - - lu - ia, AI - - le -
-
" !:_ !!'_::::::: 
~·, I- f .... 
- ia. Christcon-quer-eth,Christ reign-eth, Christ_ ru-
- ia. 
r.'\ 
- ia. 
r.'\ 
' 
Ch~t con-quer-eth,Christ rei~n-eth, 
.iJ ,....- -- • -.... 
Christ_ ru-:: 
~.,_ ~ 
-
• 
' 
5 
, 
""', leth. 
' 
tJ 
, 
u leth. 
...-.... 
1: l t~l~l bft , 1:: a'i----::!l 
" !-l'" u ~~-~-- --~ :: i ~ 1- • !1 .. ~ 11if ~ ~ ~~- ... 
-
I I I 
1'"'1 1------- 1':\ 
-------
, mp mp 
' 
ro:r AI le lu--
-
~ ia, ~1 
-
le -
- -
, 111/P mp 
1"-' ----·~- ·~- P7-....--• AI - le- lu -
-
ia, AI - le - lu - -
, 
'P f, 
1"-' AI -- le- lu - ia, is ev - er-more and 
., 
. mp 
--, --, ~ 
For His me r-ei- ful kind 
-
ness AI-
, 
t"~~~ PT~ ~ ~--- .. '"'4>.., ~ 7 II>' u .... 
I I 
J.P.& B.7236- tO 
6 ~ L 
-----
f 
IV T 
Ia 
I I r 
lu . 
-
-
_/'And the truth of the Lord en - dur 
-
eth for ev-er.· 
II 
tJ I I r ' ia 
" . 
~., 
~more towards us AI- le - lu- ia, 
---
m.l'. ~ ~ 
- le- lu - - ia AI-le 
-
lu - ia, AI-le- lu • ia, 
II I 
-~~ • I I L.,JI , 
• 
q• jt• • ,g. It 
®II_, 
_ff ------
I tJ Praise the Lord. 
_ff Christ_ con-quer-eth,--
II#' ...----,.. 
~ 
... ., ~ 
JV Praise the Lord. 
I • 
Christ _ con-quer- eth, __ 
_/' 
- -
H.~ 
--------
... ll&-u• .Q. • , h., ~jiL u 
JV ff I "I I 
-
·- -!!- ~ , - L• .h&- !!'- ~ 
I 
41-jt• • ..._... ...... 
... 1>41- • -j. ":;j! \ 
J.F.oi B. 7235- tO 
\ 
®~ 7 
------
~ 
~ 
-
Christ_ reign- eth, 
, ~ .----,.. 
I~ -
~~ 
I~ 
Christ reign- ~th, ' 
-
~ ~~ 
-------------
~ b~ b:: 
--
• .. bl: bit 
~ W I I I.....: I 
--- g .,.. 1-.e-Lb:: ~== & ::~ .. ~Lb;:b .. 
I 
.._ P• T 
~ ~, .---... 1':'1 
.., 
' Christ ru - leth. 
, 1':'1 
.., 
"---" 
~ ..... 
, 
-
--
.., 
_L:"L 
\t.l Christ' ' ru - leth. 
..... ~ / 15'· ~- 1':'1 
~h~:?i * * .. _a;;;_ 1':'1 1':'1 
~ ~w .~~ jj!f I _v• . ::ba c~ 1':'1 f mp ~ 
.....,, 
1':'1 
;~~ ~· 7 
*Let theee rests be of sufficient duration for the reverbera.tion of the building to eeaae . 
. J.P.& B.7285- tO 
r 
~f- " pp 
"' 
IV 
Christ t'On-quer- e\h, Christ rtdgn- -eth, Christ ru - leth. 
, I" the ahser~.ee ofOhimes} this passage may he sung6!1 a solo voice. 
I~ 
, 
[e.l 
, Chimes (or an ethereal snlo stop) r... marcato 
l~pp ' 
.. *" ... lJ 
I I 
ppp 
'11if 
@ , 
IV 
, 
IV 
, 
....-. 
~ r 
-
' Glo- ry-be to the Fa - ther., and to the Son,_ and to the 
11!-f 
-Glo - ry_ be to the 
0 
l- ~ ~b·~ .... - " ..... ... ;: • ~ 1>7~ I I I I I 
J.F.& B.7236-to 
9 
, 
ffll 
, mf 
-
.... 
Glo - ry_ be to the F;:" ther, and to the 
II 
-
I 
~ I I 
Ho - ly_ Ghost. Al- le - lu - ia, Al - le - lu - ia, 
• 
Fa - ther, and to the Son, and to the Ho - ly Ghost. 
, 
! ·": V'u • ... ~j I J ii..J J I L 
r r I I r r ~r r ~ .. ~--
IJ f ~ _,...__ > > > 
~ 
' Glo- ry_ be to the Fa- ther, and to the Son, and to the Ho-
- -
, 
.-> > > 
IV 
Ghost, and to Son, and to the Ho - - ly the Ho - - -
, 
.ff> > > 
~ 
..... 
Al - le - lu - la, 
I 
Al- le - lu - - ia, and to the Ho- - -
-----
_,.. 
"> >  
II I 
~~ . J I.J J~d IJ bJ J bJ o.....l I .ff~.-: t'1t-
"" "" ff~\ 
~· -"" 
J.F.&B.7236-t0 
" 
fU ..... 
-
- ly Ghost. As it was in the be - gin·ning, is 
" ~ "---.:.-- t. it 
- - ly Ghost. was __ in the be - gin· ning, 
"' -
..... _ 
v 
-- -ly Ghost. As it was in the be - gin-ning, 
• 
is 
------
As :t was __ in the be - gin-ning, 
"' 
it. ba. s:: 
!•• ........ I.J JJ Jb~ d .. ~ . ..:- ~--- I I 
r r r r "' r--. I 
I>• 
,.. "' I 
IV 
now and ev-er shall be, world with out end. A • men. 
-
, 
tJ 
ll 
.... 
now and ev- er shall be, world with 
-
out end. A- men. 
-
-
, 
,....,I •• -~ .... 
- " t· . I I ...... I I 
---
.. .~ 
I loo,jl I 
-: 
... : 1! • 
J.F.& B. 7235- tO 
11 
Allargando 
, 
.l.!f/ 
..., 
Christ_ con~ quer- eth, __ 
, 
.l.1f 
..., 
--._____../ 
_____ .... 
, 
.l.1f ~ 
~ Christ_ 
.l.1f 
con-quer - eth, __ 
l ' 
, 
- "~ I!" !'Lib~ 
"i • ".. - ~: t· - . - ~r.J~ ~-L.- .0. f'- ,. -~ ~ ~ I" 
I 
... ~U" U" 
------
, / ---;;-- ~ 
--
!':'\ 
I'"' Christ_ reign - eth,_ 
L I ' 
leth. Christ_ ru - -
, !':'\ 
ff .. .» '-.ll-- ~ .. --:- - " 
" 
-..-
-----
" 
-----=---.. !':'\ 
f L I ' Christ_ reign - eth, _ Christ_ ru - - leth. 
!':'\ 
__,..__ ... 
I 
!':'\ 
" 
I!"_ • (9-' 
" 
.. __R_ .. ~ 
I'· I....J I I ... ~ #t f #t ~ In: a~: e ~~ -~ if !':'\ 
~ ·~ 
!':'\ 
-
I 
J.P.& B.7235- tO 
I~ 
Dedicated to Doctor George L. Tenney and The United Choirs of 
The New First Congregational Church, Chicago, Ill. 
£In ~aster ~cqucnrc 
A FANTASIA 
FOR SOLI, CHORUS AND ORGAN 
Based on 
TRADITIONAL HYMNS AND CAROLS 
Texts by MARGARET LESTER 
Music by 
WILLIAM LESTER 
I. Chorus: "Awake, Awake, Good People All"} 
2. Solo and Chorus: "Come, Good Friends" Section I (70 min.) 
3. Chorus: "How Brightly Beams" 
4. Solo: "Christ the Lord is Risen" } 
5. Solo: "The World Itself' Section II ( 6 min.) 
6. Chorus: "The World is Full of Joy Today" 
7. Chorus: "Gabriel's Message Does Away" I S · III ( · ) 
8 Ch I F . I "All th T ·1 d T bl " ectlon 3 mm. . ora mae: e 01 an rou e 
Each of the eight units may be used separately if desired. 
Units designated by Arabic numerals. ( r), etc. 
An Easter Service-Anthem may be arranged by doing Nos. 1'2 and 8 . 
• No. 7515 Price complete .25 
J. FISCHER & BRO. NEW YORK, N. Y. 
119 WEST 40TH STREET 
• 
-.... 
10 r S:nthem S:l?:PI'ol?riate"to Easter, ~and-'1Why-~a;t -th.oU' c ast-dovm II . 
(JF, 1952) are two such anthems in which plainsong, organum, and 
·.the accompanying modality are prominent. The theme of the 
• ·latter is identical with that of "Christ conquereth" and the 
differences in treatment and development of the two are most 
,interesting to observe. Parallel and contrary organum are ever 
in evidence in the accompaniment. The exact rhythm and figure 
of the organ introduction of "Christ conquereth" is an idiom 
_that is found too much throughout these and other works. The 
introduction to ''In Christ there is no east or west" (JF, l\:152) 
is an almost exact copy of it. 
such mannerisms, like those of Titcomb• s mentioned earlier," 
;'while best to be avoided by a composer, are distracting only to :. 
I· 
the student who looks over many of them at one time. The 
devices themselves are usefUl and not at all objectionable 
and would not be so noticed in the normal use of the anthems 
in the course of a season any more than similar mannerisms of 
a Bach or Brahms would be. And who would care to sacrifice the 
positive values of Bach's music merely because of the tiresome-
ness of some of his mannerisms? 
! SOWERBY. Since the early 1920's, anthems by Sowerby have been 
1! 
'appearing with regularity. The increase in technical skill 
,and also in complexity has been equally regular. 
' 
The first anthems, those like "The Lord reigneth" (BM, 
l\:120), "I will lift up mine eyes" (BM, 1920), "The risen Lord" 
I 
i' (BM, 1920), and "Song of immortal hope" \BM, 1921), contain 
many of the characteristics which are later found in his works. 
--~~---
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, 11 The melodies are invariably fresh and ingratiating and the 
• 
:rhythm is varied and interesting. The organ accompaniments are 
II 
independent and attractive in themselves. Most of the vocal 
i'writing is well suited to the voice. 
,' 
The harmonic idiom in these early anthems is mild indeed 
i'compared to his later style. The use of chromaticism was 
I, sparing and was of the post-Wagner and Brahms variety. The 
I 
result was a lushness which later disappeared altogether. When 
dissonance was used, it was as if it had been tacked on to the 
more ordinary harmonic fabric. It seems to have been a groping 
towards a new harmonic language which he has long since 
,discovered and been able to call his own. 
By 1934 the new harmonic idiom was already well developed 
: as is evidenced in ''All they from Saba shall come" (Gray, 1934 J. 
The oriental flavor, suggested by the Epiphany text, is used 
with excellent effect. Were it not for a middle alleluia 
section in the style of organum, however, there would be little 
evidence of sacred tradition in the western sense. The opening 
oboe solo in the organ accompaniment suggests the piping of a 
snake-charmer and little else. The style seems authentic in 
·every way. The melodies in some sections would almost be plain-' 
song if the chromatic alterations were omitted. In this 
particular anthem, because of the text, the oriental feeling 
~ is perhaps admissible. But there can be no doubt that this 
same idiom is too often suggested in his later works. As 
splendid as they sometimes are from a purely musical standpoint, 
the feeling that they would be more at home in the theater than : 
113 
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During this same developmental period, however, the more 
liturgical element appears in his very modern "Te Deum Laudamus" 
... (Fitz, l9b6). There is more the suggestion of plainsong than 
there is the strictly oriental type of chant in the voice parts 
because of the less chromatic tonality. 'l'he accompaniment, how-
ever, does not escape the eastern idiom. The total effect of 
• the organ and the voices together seems well suited to the 
church and suggests what was partly in evidence in Clokey•s 
anthems: if the voice parts are diatonic, the organ part can 
go very far afield in chromaticism and dissonance without the 
fitness of the anthem to the western church service being 
disturbed. 
Two anthems of interest in their strictly liturgical 
feeling are "Blessed are all they that fear the Lord" (Gray, 
1939) and "Come, Holy Ghost" lGray, 1949). In both of these 
plainsong is effectively used as the principal ingredient. 
In the first, the earlier of the two, the beginnings of a true 
churchly style which is in the best traditions of the past at 
the same time it is strictly contemporary in idiom can be seen. 
In the latter, Example 21, the style has been brought to 
maturity. It would be difficult to find as fine a use of the 
-. extended ostinato figure of the organ accompaniment as is seen 
in this anthem. Far from being the technical stunt that it at 
first seems to be, it is used to gain a dynamic intensity which 
keeps mounting with each page. The 5/4 meter signature which 
is retained throughout allows the various combinations of the 
" '· " 
115 
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13 two•s and three's of plainsong free reign both within the bar-
thus maintaining· 
lines and extending from one measure to the next~the integrity 
of the free rhythm. The drone bass of the first two and a 
• •. half pages is used in lesser degree throughout while above it 
,, the chant-like ostinato figure and the choral polyphony weave 
' a complex texture, seemingly independent of each other and of 
'the bass. 
The choral writing is always vocal and the polyphony is of 
. the highest calibre. The organ part is characteristic of 
Sowerby•s writing in its being difficult. The legato obviously 
required in the melody becomes very difficult when it is in 
octaves for the right hand alone. 
Of the later anthems, this is one of the easiest, strange 
:·to say. The early ones were fairly modest in choral requirement", 
but later ones are excessively difficult as is this one and are 
i beyond the capabilities of most choirs. It is unfortunate that ' 
:,, the composer has had the luxury of the professional paid choir 
I· of St. James Church, Chicago, instead of one more typical of 
parish churches, for the great musical and spiritual content 
of the anthems will ever be available only to the few. 
Two vastly different anthems of great significance are 
' "Now there lightens upon us" (Gray, 1935) and "Tu es vas 
·· electionis"--"Lord to Thee we lift our voices" (Gray, 1941). 
~ ,The former is a fine example of organ and choral writing. In 
this a more moderate use of the chant idiom is employed than 
, was observed in the example. The more conventional devices of 
' unaccompanied choral sections and organ interludes are used 
__ -;o.,.,:.-;. ____ ----- 1! 
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14 r:to excellent advantage. The choral fabric is fairly complex 
• 
• 
1:both in the harmonic and the polyphonic texture and is contrasted 
~ ! 
,interestingly by the simple organ interludes frequently used • 
"Tu es vas" may be considered the finest of Sowerbyt s 
,, 
i' sacred works_::; It would have been included as the example if it 
I' 
i'had been in any way typical of the composer's other anthems. 
!'But it is unique in Sowerby• s style. It is a four-part motet 
1:without accompaniment in the best sixteenth century style, yet 
,with the twentieth very subtly present. 
I; 
f, 
" 
Other anthems of interest are "All things are Thine" 
;; (Gray, 1950) and "Come ye, and let us go up" (Gray, 1952). 
I comment Although much of the aboveAnas oeen critical, Sowerby•s 
, greatness can not be minimized. His works are filled with 
i' 
1. beauty of the most elementary and at the same time the most 
advanced sort. Sowerby 1 s writing, more than that of any church 
;: composer in this country or in England, is of today. In spite 
,of the echoes of the past, an attribute we have considered 
'as desirable, his music goes beyond the traditions of church 
1 
nmsic because it is abreast with the most advanced techniques 
I 
I of modern secular nmsic. Without doubt it is pointing towards 
'tomorrow• s church nmsic style. ~~~--~;.:.:,:__: _ _:_.:..__::_..::..::._:_ ________ _ 
li OTHER AMJ:ililCAN C01~POSERS. American composers have not develop-
!! ed new anthem forms but have merely appropriated to their own 
,, 
,, 
1; use those developed in England. Because of the lack of' common , 
f/ !1 II characteristics among the various anthem forms used by American;: 
il ::::::6;r~:u:::1:e:: ~::o;:::::u:: :;e:::t:~:v::::y c::;ters ii 
---=4~===---~C- ·----- ------- fr -~== 
I 
li 
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'I 
!I 
li 
118 
~~O--~tf';iio~ed:=~Th~~~t;he method of' de-;;.iT!lg with individual compose;~~c-#~~~~~~ 
ii employed so far in this chapter will be used to study the works 
• 
I, 
II of' composers of' smaller output in the anthem category and/or of' 
I, 
jilesser rank. Of' the many American conposers of anthems, only 
llthose deemed of positive musical interest will be discussed. It 
1! should be added that the omitting of certain composers, sometimes 
• 
11 of enormous output, has been as carefully considered as has the 
I
I admitting of those which will be discussed. 
!THE OLDER GENERATION. Among the composers of more than usual 
j[fame born in the late nineteenth century who have r:ritten 
J' anthems are Eric DeLamarter, Philip James, David McK. Williams, 
i Randall Thompson, and E.rnst Bacon. 
! 
Of these, by far the most significant are Thompson and 
,Bacon eventhough they have composed very little in the church 
,, 
,I lmusic field. 
Thompson is clearly one of the great choral writers of 
today and it is indeed a pity that of his choral output, sacred 
'I 
':works have constituted such a small percentage. Excerpts from 
I 
I 
~~for secular occasions, they are sui table for church use. ,, 
!i "Alleluia" is an outstanding example of twentieth century motet-
, 
1: 11writing in the Russian style. There is no text other than the 
I 
liword "Alleluia", but it is treated in such a manner that, 
~~~--~chief_ly_~y_ "?_a:'~onic means, it acquires lkW meanings as it pro-
1: 
I 
I 
.i 
li 
tc~~-- .c~-~' 
ilgresses from the pianissimo of the beginning to the resounding 
I iiclimax shortly before the subdued ending. "The last words of 
!!David" would be welcome in any church service, but too much is 
• i,lost in the piano reduction of the orchestral score for it to 
• 
" ljbe of maximum success. 
:
1 
"Five Hymns" (Bir, 1952) of Ernst Bacon are of unusual 
:j 
llinterest. 
' ,, 
The texts of Whittier, Blake, Herrick, Lowell, and 
ijBaring-Gould have been set in a choral manner reminiscent of 
I 
:jthe modal folk-hymns of the South. 
,, 
The austere and modern 
[!accompaniment is most frequently in the idiom of the chaconne 
'I basses and is most interesting. The chora]j ilstyle for •cellos and 
I' 
/rriting is often very dissonant but is alv;ays excellently vocal. 
11 Much of DeLamarter• s writing is overly chormatic and secular 
II 
•lin quality, but his motet "Lord, our dwelling place" (Whit, lti47) 
.is quite acceptable. The choral v:riting is invariably of a high 
'brder in its contemporary feeling. The middle declamatory solos 
i 
•:,suggest the Hebrew temple and are perhaps a bit too "effective" 
I 
but the anthem is generally very fine. 
The very great abilities of Philip James can not be doubted. 
His writing has been very advanced for its time, esp8cially for 
,, 
:~eric a, as is evidenced in "I have considered the days of old" 
:i( Di t, ll:ll6 J. In this and other anthems his harmonic texture has 
'been as much of the twentieth century as has Sowerby• s. However,· 
the chief defect, other than possibly a lack of organic cohesive-
li 
\ress, is that the treatment of the sacred texts suggests too 
lfrequently the concert platform rather than the choir loft. 
-------~ ~--~~e~ia~ly ~~- this_true in his very pop111ar "By the w.ateRs of 
il I 
,, 
II 
119 
• 
.. 
II 
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!1 Babylon" (Gray, 1921). ~------::--=--===-
I 
., 
Two of his motets which are well suited 
to the church service are "O Saving Victim" (Gray, 1936) and 
"God, Creation• s Secret Force" (Gal, l~:~4u) • both of which are 
!r li characterized by the suavity of the rhythmic freedom and the 
II 
!i modern, modal tonality. [! 
The many anthems of David McK. Williams are characterized 
[: 
1
1 by a simple, sometimes austere, choral fabric and a more complex 
organ accompaniment. When his writing is most in keeping with 
the traditions of sacred choral writing, it is usually the most 
dull. When real beauty is achieved, it is usually of a lush 
1
, and secular nature. One of his anthems which fits the mood of 
' 
' .I 
worship best is "Christians, to the Paschal Victim" (Gray, l\:148). 
' 
It echos the spirit of the Easter sequence hymn in an admirable:: 
way and is especially effective in the part which uses three 
1
' soprano voices to represent the three Mary's who find the 
empty tomb on Easter morning. 
:; Three composers who have written little for the church 
:i and who are not widely known are Frank Campbell-Watson, George 
Mead, and Henry OVerly. Campbell-Watson', "Alleluia, Christ is 
11 risen" (Whit, 1~:~43) and "Christ, our Passover" (Whit, l\:143) are 
both of more than ordinary interest. The first one is particu-
larly fine and uses an ancient Gregorian Easter alleluia in the 
!! 
I! fifth mode in a telling way. The theme dominates both the 
:1 choral and the organ parts and builds to an exciting climax • 
! :I 
jl The unaccompanied passages are good enough but are not on the :i 
same high level of interest as are the plainchant sections. If:i 
,-~, _there is any criticism to be made, it v.-ould be that there is 
:: 
II 
,, ~2~ 
---=~-=------'-4-- ----- - ----tl. -,-;_c.:::_-=....::.:.;._,_._.:: 
• 
• 
~~perhaps too much harmonic movement in the plainchant accompani-
:, 
r 
:jment. 
!r 
!' Mead's "The Lord by wisdom hath founded the earth" (Gal, 
~~1':135) contains some lovely sections in which most of' the choral 
ildevices of' present-day writing which have bven discussed are 
!I 
ilused. The modern harmonic idiom is of' considerable interest, 
r 
rr 
;1but it might be charged that the anthem as a whole does not hold, 
,)together as well as it should. 
Overly's "Now that the daylight fills the sky" (Whit, 1948) · 
" 
r is characterized by fluent choral and organ writing and is of' 
,: considerable beauty. The middle quasi-parlando section is of' 
''special interest. The style is almost wholly diatonic and, 
,;while contemporary in general feeling, is not as "modern" as the 
,other anthems thus far discussed. 
; THE YOUNGER MEN. Of' those composers born since the turn of' the 
,century, Normand Lockwood stands at the front. He has written 
few anthems but they are of' an extraordinarily high calibre. 
"Laud", the third of his "Three Choruses for Peace" (CF, 1.':138) 
·is a splendid motet which harks back to early organum for its 
model. It is both modern and primitive in tonality. Here, as 
·:elsewhere in his works, he shows what beauty can be achieved 
without the benefit of the thirds of chords. "Four Choral 
Responses to the words of Christ" (Dit, 1.939) is a genuinely 
,, inspired piece of accompanied writing. Of special interest is 
il :his use of the early "hocket" technique which at his hands is 
II il unusually effective. Always highly original, the skill and 
~geat beauty of'c his writing from the elaborate down to the 
I' 
II 
II 
• 
• 
II 
I j, 
" 
I 
11 simple and tender "Suffer little children" (the third of this 
11 set) are of the highest order. One cannot escape the feeling 
1
1that this composer always has as his primary goal the creating 
,, 
,,of beauty. By reason of his success in achieving that objective 
I 
lit is to be hoped that many more anthems will come from his pen. 
I Other composers of church music who show much promise but 
!lwho as yet have too few anthems to their credit are Paul 
' 
l'iCallaway, Paul Christiansen, samuel Walter, Bethuel Gross, and ,/Herbert Fromm. 
Callaway has shown his capabilities best in his "Mass in D"~ 
:ran unusually fine specimen of twentieth century choral writing 
1 
in the liturgical tradition. His anthem 11 0 Saving Victim" (Gray~ 
!I 
:1947) is not of the same high quality, however. The writing is 
'diatonic and in the plainchant style with a strong modal feelingli 
,, 
resulting. The strangeness of the dissonance is unique and 
~narrows its appeal to the average listener. 
The eight-part motet "As a flower of the field" (Kjos, 19311) 
,is a very fine short anthem and is one of the most interesting 
lof Paul Christiansen• s choral works. 4 The close and dissonant 
''harmony is fresh and ingratiating. The music aptly portrays the 
'I 
'mood of the text at "As for man his days are as grass". The 
::choral writing shows the extensive choral experience the composer 
'I 
' 11has had since his boyhood. 
i 
' If the fine standard set in "Never night again" (BMC, 1951) 
ijby Samuel Walter is maintained, the fame of this young composer 
!i 
\'lis assured. Moving from a simple beginning suggestive of the 
-~,text "The soft light from a stable door", the mood graduSllly 
I' II 
'I ~ ~ 
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,I 
il 
ij 
~- --f.JP;~gress~;t~~~ l~te~;lty ot-;o;;~i~t:i;n --;;_;:d feeling which is ~"~=,, =~ 
I~ 
• 
• 
liindeed thrilling. 
I 
The rhythm is always free and the extensions 
ifof the intermingled rhythmic patterns beyond what would ordinarily 
II 
Jibe felt their normal limits, creates a dynamic quality of great 
llinterest. The modality and freedom of the chant is ever 
jjapparent. The general style exhibits a true feeling for the 
!!unaccompanied choral technique. 
" I' 
II 
Bethuel Gross is known chiefly through his "Five Modal 
iiCarols" lRem, 1~37) and his "Six Modernistic Carols" lRem, 1~38) • 
" II 
iiOf the former, the "Lost star" is unusually fine. In them all 
,, 
'Ia very original and at times curious talent is in evidence. The' 
p 
., 
::tonality makes use of the modes but is often more strictly 
,, 
:rmodern than modal. 
' 
Most of the anthems of Herbert Fromm are well suited to 
I! 
il jjchurch 
:: 
services although they have all been written for the 
ijJewish service and consequently texts from the Old Testament are 
II 
!.most conunonly used. The very clean writing is always strong and' 
II 
' !!virile and combine the best qualities of modern and modal styles. 
ii 
' ljAll the techniques of English anthem writing are employed to 
li 
!'splendid advantage and his work is always interesting. A fine 
I 
ililexe.mple is to be found in "All the world shall come to serve 
iiThee" lRow, 1>:~48). The tenor solo of the middle section is 
' 
,, 
llespecially good. 
:SPIRITUALS. Of strictly American origin are the Negro and the 
" 
" !.'!southern White spirituals. Although there have been notable 
II 
;:arrangers of the Negro spirituals, men like Harry T. Burleigh, 
I 
<11.866~1~4~, and William L. Dawson, most church musicians do not 
- ~- '=-~-=~-~---=----
:' 
I 
II 
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II consider them dignified enough for the usual church service, 
I' 
• 
• 
I 
'! eventhough they are frequently possessed of considerable beauty, 
11 
,I 
i 
Southern white spirituals are more readily admitted to 
l'lchurch services because they fit more easily into the accepted 
II temperament and tradition found in the old English carols. 
,., 
!!These have been gathered from the hill-country in the southern 
II 
j11region of the Appalachian Mountains where the early English 
j[ settlers and their descendents kept pretty much to themselves 
>I 
I! and preserved the identity of their folk music down to the 
I 
,'present century, 5 The dorian, phyrgian, and mixolydian modality,' 
,, 
.of this music is an echo of the English Tudor period and have 
'I 
·lbeen preserved in a surprisingly pure state. The language of 
' 
''the texts, however, is colloquially American and is unlike any-
!: 
::thing in Old or Middle English, It is interesting to note the 
;i 
ilfrequency of references to the Virgin Mary and suggests that the . 
i! 
',main sentiments of the texts date at least before the time of 
' II 
·,Edward VI. The texts are in the long ballad style with usually 
!I 
., 
!'1very short verses, The great spirituality of the texts and the 
iicharming and naive beauty of the music overbalance the possible 
' ,, 
objections to the use of ''hain•t", "mammy", and other quaint 
II 
!·expressions in the texts, 
II 
· The chief arranger and collector of Southern White spirituals 
., 
j;has been John Jacob Niles, The accuracy and the thoroughness of 
•I 
'I 
ilhis methods of collecting the tunes and texts is unquestionable 
l!and his arrangements almost always are in keeping with the 
:, 
,, 
:rsimplicity of the original material. The modality is authentical,ly 
,, 
~~._jPr~e!'V_e~ and there can be no doubt that thEl. true feelins of the:, 
it 
,, 
il 
·~~~=~hiliccountry has been captured:- -
!i li 
I' 
,I 
• 
• 
The more outstanding examples of his work are to be seen 
11 in the following: "No room in the hotel" lGS, 1951) in which 
i the opening verse in two parts \treble and bass) are unusually 
~~ fine; "Jesus the Christ is born" lGS, 1\:135, 1\:138), in two parts 
I
'! throughout; and "The Cherry Tree" lGS, 11!35, 11!48). In 
II collaboration with Lewis Henry Horton are "Jesus born in 
!I 
11 Beth•ny" (GS, 1935, 1948) in which the setting is more elaborate 
j, 
I 
1
' in the polyphonic techniques employed, and the ever popular 
"I wonder as I wander" lGS, 1934, 1941). 
,, 
li 
li 
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IN CONCLUSION 
"What is generally understood by taste in music, must 
ever be an abomination in the church; f'or as it con-
sists in new refinements or arrangements of' notes, it 
would be construed into innovation, however meritor-
ious, till consecrated by age: thus the favorite 
points and passages in the madrigals of' the sixteenth 
century were in the seventeenth received as orthodox 
in the church; as those of' the opera songs and can-
tatas of' the seventeenth century are used by the 
gravest and most pious ecclesiastical composers of' 
the eighteenth." 
1 
--Burney, 1789. l,i 
li 
·' II 
Burney's suggestion that the popular taste in church music 
II is alv,ays a century behind the times is still true today. 
//church services of' the majority of' churches in America use 
The 
iinineteenth 
I 
I 
century music almost exclusively. The favorite hymns'! 
,, 
''invariably 
II 
date f'rom that time as do the anthems and the organ 
::music. The majority of' anthems which pour out each year f'rom 
q I, 
,·publishers in this country are but imitations of' the last 
!icentury in usually its worst aspects. However slowly, the 
I 
:!quality of' music heard in churches in this country is improving. 1 
,. 
I 
:It is to be hoped that the day is not f'ar of'f' when professional 
i: 
11,instrumentalists will not look down on church music as being 
,; synonomous with mediocrity. 
ii, 
A revealing characterization of' church music which is all 
li 
:too frequently true was made recently by Douglas Watts in the 
·' 
I'New Yorker magazine when he wrote about a new cantata that it, 
II--
,. [,"like so much church music, lulls rather than stimulates the 
1werceptions". Of' the great music we have discussed, however, 
·,, 
i:this has not been true. It has covered the broadest range of' 
II 
' 
·_:_ __ ,_-:-_·:o-...:.=--::-_ _:::_~-. 
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best emotions and been able to withstand comparison with 
ii c ~ 
' 
the best products of any age or culture, both when considered 
as music, per se, and when the special qualifications for church 
., 
ii 
,1 use have been applied. 
!i 
1 As one surveys the entire anthem repertory, it becomes 
I; 
1 incre~singly evident that no finer specimens of choral writing 
II 
'I 
11 are to be found than those of the Tudor masters. It is thus no i 
!I 
·:accident that the Tudor School has been the source of inspiration 
1for the most significant composers from Purcell down to the pre-
1\ 
II sent day. We saw the fine results when Purcell looked back to 
/1 Byrd and Gibbons instead of looking to the secula.r music of' the 
1i continent. Likewise, the composers of stature since Parry and 
I' ii 
il Stanford have drawn from the Tudor period as v··ell as from the 
II 
:1 earliee.t days of polyphony and plainsong, folkmusic and carols, 
,and have transmuted those influences into the idiom of their 
'times and of their own personalities. Especially has this been 
true of the Anglican composers. Also in evidence is the lack 
of these roots in the music of many of the Protestant composers, 
especially the American ones. 
The significant works of this century have shown much in 
common with the great works of earlier times besides the musical 
techniques employed. They have shown sentiment but not senti-
,!mentality; they have been frankly spiritual, wearing their 
,, 
II ilfaith proudly and without apology; and they have generally been 
·' ilin the traditions of corporate, public worship rather than of 
, I , 
,, 
ljpersonal, private devotion. 
;I 
~#=~, There can be no doubt that the anthem will continue to 
I 
i' 
I 
" 
II 
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the example of 
reaching for the heights from the shoulders of the giants • 
II 
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1. Introit, gradual, alleluia, tract, offertory, and 
communion follow this scheme. The other proper is the sequence 
• :which is a hymn. 
• 
2. In addition, the Gloria Patri is sung after the psalm 
,of the introit. 
3. Motet as used in this work refers only to the sacred 
polyphonic motet. 
4. "Alma redemptoris", "Salve, Regina", "Ave, Regina", 
'and "Regina coeli". 
5. Henry attempted to seek from the Pope an annulment of . 
his marriage to Catherine of Aragon on the grounds that she had 4ot 
given birth to a male heir. Divorces and annulments were not ·· 
infrequently granted when royalty was involved. Since Catherine!; 
was of the royal family of Spain and Spain was the foremost · 
world power at that time, the Pope could better risk offending 
England than he could Spain. It took four years after Henry's 
petition for the special papal court to pronounce no sentence. 
See "The English Reformation" (article) by Charles w. Lowry, in., 
The Living Church (weekly periodical) of January 6, 1952. 
1
! 
6. Edmund H. Fellowes, article on "Anthem" in Grove's 
Dictionary; see bibliography. 
7. P, p.53. 
s. from the 1552 Book of Common Prayer. 
9. The first Book of Common Prayer retained of the propersli 
! of the Mass only the introit, but ali of' the ordinary. The !' 
:second Prayer Book omitted not only the introit but the Benedictl;. 
us qui venit and the Agnus Dei as well, these last being deleted', 
in order to de-emphasize the doctrine of the Incarnation and 
'the divinity of Christ. 
10. Douglas: Church Music in History and Practice, p.l43. 
11. Quoted in P, p.lOS. 
12. Referring presumably to the litany, Archbishop Cranmer 
• wrote to Henry VIII: uif your grace command same devout and 't'l' 
i' solemn note to be made thereunto \as is the procession which 
1
, 
ryour majesty has already set forth in English) I trust it will [! 
.·.much excitate, and stir the hearts of all men unto devotion and ,I 
'godliness: BUt in mine opinion the song, that shall be made :: 
'.thereunto, should not be full of notes, but, as near as may be, li 
·--·~.t>)r . .every syll.able .. a note, so that it ms.y be sung dioSt-iftO.t-ly " 
il 
2 
• 
• 
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'and devoutly, as be in the Matins, and Evensong, Venita, the 
hymns Te Dewn, Benedictus, Magnif'icat, NUnc Dimittis, and all 
··the psalms and versicles; and in the mass, Gloria in Ex:celsis, 
, Gloria Patr.l, the Credo, the Pref'ace, the Pater Noster, and 
some of' the Sanctus and Agnus. As concerning the Salva f'esta 
;, dies, the Latin note, as I think, is sober and distinct enough • 
, Whereof' I have travl'd to make the verses in English, and have 
put the Latin note unto the same. Nevertheless, those that be 
cunning in singing, can make a much more solemn note thereto, 
I made them only f'or a proof', to see how English would do in a 
, song."--Quoted in Burney's A General Histort of' Music, Vol. II, 
p. 577. It must be remembered that princip es were suggestions 
and not commands. 
1: 
13. This was written as an exercise f'or the Mus.D. at . 
·Cambridge and may not, as most musicologists f'eel, have ever i: 
.been perf'ormed. 
14. This "curious singing" and "tossing about the psalms 
from side to side" later was severely censured by the puritans. :,·f 
See Burney, op. cit, Vol. III, p. 19. 
il 
i! 15. Jeffrey Mark, article on Tye, Grove's, op. cit. 
Published in 1553, a copy of' the original edition may be 
the Boston Public Library. 
seen in!i II 
i 
•,I_ 
16. The original text was this: 
"When that the people taught they had 
Ther came to them doutles 
Priests and rulers as men nye mad 
And eke the Saduces." 
Tye had made all of' the f'irst f'ourteen chapters of' the book of' 
Acts into this style of' metrical verse, which he himself' wrote. 
17. They are: 
Salvator mundi: "Arise, 0 Lord" 
Mihi autem nimis: ''Blessed be thy name" 
Absterge Domine: "Discomfit them" 
0 sacrum convivium: "I call and cry" 
"O holy and sacred banquet" 
0 salutaris hostia: 110 praise the Lord" 
Salvator mundi (No. 1): "With all our hearts" 
r 
(No. 2): "When Jesus went into Simon 
the Pharisee's house" 
Absterge Domine (No. 2): "Wipe away my sins" 
.--Fellowes, article on Tallis in Grove's, op. cit. 
II 
18. Probably 
.is to be f'ound in 
''five-part choirs. 
·has been recorded 
----- .:::.;, __ . --
ir 
rl! the greatest tour de f'orce of' any polyphonist 
Tallis' "Spem in alium", written f'or eight 'rf 
It is actually in forty real parts. This ,1 
in England (H.M.V. DA 1921-1~22). 
i' 
II 
• 
• 
i! 
II 
19. 
~~"::':""'~~-
see Tudor Church Music, Vol.II, p. xix. 
L 
20. Palestrina was Byrd • s senior by seventeen years, Las sus:: 
about twelve, and Vittoria by two. Because of the uncerte.in-1 
of Byrd's birth date, these figures are only approximate • 
21, The argument that the great composers are well known, 
lif not in their own time, within e. century after their death 
;is refuted in the case of Whyte. Although Burney referred to 
ithe motets of this composer in the most glowing terms, Whyte•s 
:,compositions were only "discovered" in this century. 
22, P, p.87, 
Chapter 2 
1. From Vol. II, Tudor Church Music. 
!I 
!, 2. Several of these may be heard in recordings: "Sacred 
!'Music o:f' the 17th Century", Purcell Performing Society ( Clevele.n4, 
1
phio), John Reymes King, conductor. (Allegro LP, alg 3038} 
3. For example, Morley in his Plaine and Ee.sie Introductio~ 
:(1597). 
!i 
' 
4, F, pp, 88-89. 
5, F, pp. 112-113. 
6, The King used funds from the secret service to finance 
this underte.king,--P, p. 137, 
I 7. Many consider the violin writing as evidence that 
Bumfrey studied with Lully, an Italian by birth, at the Royal 
Court at Versailles, 
,, 
8, Verse anthems other than those considered here are dis-' 
cussed in Chapter 3 in the section on Restoration anthems, ~' 
9, P, P• 1211 
10. Boyce listed fourteen anthems under this general head-
ing although one of them, Bull•s "0 Lord my God" is actually in 
the ordinary verse anthem form, 
11. Vol. 13 of Purcell Society edition; see bibliography • 
,, 12, This is the earliest edition l see bibliography) which 
1the writer has seen in which expression and tempo indications 
1
such as "louder" and "slower" are indicated, 
!I F 1: 13. ' p. 180 
""- =~,~-~r 
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14. F, P• 181. 
Chapter 3 
1. Fellowes points out that 11vialls 11 refers in this case 
: to violins and the other members of the violin family, the 
viola and tcello, and not to the older viol family, F, p. 133. 
2, Quoted in F, p, 133. 
3. "Presumably Evelyn is referring to the practice of 
: supplementing the boys' voices with cornetts".--F, p.l33. 
I 
1, These cornetts were high treble instruments and doubled the 
·· melody, much in the way that Bach used them. 
4. Quoted in F, p,13~-4. 
5, Quoted from the Harley MSS, 7338 in the British Museum~[ 
, by Fe11.owes, F, pp.l34-135. 
6. This refers to William Lawes, 16u2-1645, 
7. Quoted by Philips, P, p.l31. ,, I 
1 8, For instance, Gibbons' "This is the record of John" 
lasts about ;)j minutes and "The eyes of all wait upon Thee" 
but a little more than ~ minutes, 
I! 
:' ;: 
:: 
9. F, p, 132. 
10, One frequently encounters passages for oboes and 
trumpets in the scores of this period, 
11. A "Hallelujah Chorus 11 is found in almost every 
Restoration anthem which has anything but a mournful text. This 
type of section is found earlier in the anthems of Child and 
Rogers, however, 
12. F, p. 175, 
13, Handel was living on a royal grant but when George I, 
his former employer in the court of Hanover, came to the 
English throne, he showed his displeasure with Handel's having 
once left his service by stopping his allowance, Later he 
restored it at double the previous amount, 
14. F, p. 224 
Chapter 4 
136 
r5 
• 
• 
"may 
see 
NOTES 
be read in A Short History of Cheap Music by Joseph Bennett;:! 
bibliography. 
2. 21 shillings or one pound and one shilling. 
:.:>. "Short History", op. cit • 
4. Henry Littleton died in 1888 and was succeeded by his 
'·two sons Alfred and Augustus. 
5. Harvey Grace, article on The Novello co. in Grove•s, 
i'op. cit. 
, 6. One of the finest choral organizations to be found any~: 
i. where is the Huddersfield Choral Society. It is made up of ;. 
, several hundred ordinary townspeople and has made many recording:s, 
'usually with the Liverpool Philharmonic Society, of the great 
., choral works. 
! 
7. The Philharmonic Society of London dates from 1813; 
that of Liverpool from 184u. 
8. The larger halls, like Royal Albert Hall and ~een•s 
Hall, came later, in 1871 and 1893 respectively. 
111. Louis Spohr, 1785-185\:l, was the first conductor to use ' 
a baton with the Philharmonic Society in 182u. Prior to that II 
the concerts were led by the concertmaster and a man seated at 
a piano, an arrangement which had obtained when Haydn visited 
London in 17\:ll and 17~:~4. Both he with the piano and Salomon 
with his violin "led" the concerts at once.--H. C. Calles, 
. article on Conducting in Grove's, op. cit. 
10. Earlier ventures of this order date from 1838. The 
Crystal Palace Saturday Concerts date from 1855 to l\:101. 
11. Vaughan Williams • superb "Serenade to music" for 
. orchestra and sixteen of England's finest singers was composed 
i· as a tribute to Sir Henry• s fifty years of distinguished · 
leadership. 
12. New composers of all countries were well represented. 
The works of the American composers Chadwick, Converse, Hadley, 
,, and MacDowell were first heard in England at these concerts. 
'Nicholas C. Gatty, article on Promenade Concerts in Grove•s, 
op. cit • 
13. It is to be noted that the plainsong revival occurred 
in the Church of England some fifty years before the Motu 
Proprio of Pope Pius X in l\:103 and independently of tne-sreat 
,' paJOeographical scholarship of the Benedictines of Solesmes 
,, first started in 1833. 
6 
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14. Founded in 18~8, its early mambers 
a hundred and included Alexander Mackenzie, 
:Stainer, and Fuller Maitland. 
rrumbered more than ·· 
Parry, Stanford, 
, 15. The appearance of Sullivan's "Trial by Jury" five years, 
earlier in sometimes mentioned in this regard • 
'1 16. He was a great student of history and wrote many works,, 
:including: Studies of the Great Comi2Q_sers, The Art of Music, : 
; The Evolution of the Art of Music, JOhann Sebastian Bach, The , 
!;Study of a Great Personality, Style in Musical Art, and Vol. III~ 
i:Tbe Seventeenth CentUry, of The oxford History of Music. ' 
i1 17. He was also the conductor of the orchestra and of the 
1 
opera class. il 
, I 
I' lB. The writer must indicate his debt for this concept of : 
,'church music to his organ teacher, John Gordon Seely, 1881-1\:145. I! 
1
1 19. The personal element of the Barnby variety had been 1 ! 
, in church music for a long time before this, however. f: 
'i 20. Because of the rubrics of the Book of Common Prayer of \1 
the E.'piscopal Church in the United States, an anthem with a text· 
not in the Bible, the Prayer Book, or the official hymnal, can 
not be legitimately sung at a Prayer Book service. The Church 
'.of England, in addition to not having an official hymnal, has 
no such rubric and great freedom with regard to texts is ,, 
allowed. In the Episcopal Church the rubric is followed in manyi 
~ I 
.churches and ignored in many others. ,, 
Chapter 5 
1. "Peter Warlock" is the pseudonym for Philip Haseltine. 
2. As is readily observed, the 6/4 meter here imposes but 
:'two beats to a measure. 
3. The ease with which repeat signs may be used was !' 
undoubtedly responsible for Holst•s extensive use of the ostinat~ 
'device. His severe arthritis was to blame for this. In "Turn li 
'back 0 man", also dating from 1916, the most popular of Holst • s ,I 
small sacred output, the bass ostinato figure becomes exceedingl' 
.wearisome. 
4. An old Cornish poem from Sandy's famous collection of 
.1833, it is a carol in which Jesus, in the first person, tells 
of the events of his life, all of which he did for his "true 
love "--mankind. 
'I I, 
I 
li 
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Chapter 6 
[I 1. Some of the best known of these were William C. Mac 
• 
• 
,. 
'1 I farlane, 1870-1945, H. Alexander Macthews, 1879- , John 
1 Sebastian Matthews, 1870-1~34, T. Tertius Noble, 1867- , 
; and F. Flaxington Harker, 187~-1~36. 
' 
I , 
1 2. "I will not leave you comfortless" was signally honored;i I in 1937 when it was chosen to be sung at the Tri-enniel Festival! 
I of English Church Music at Crystal Palace, London. It was the first work by an American composer ever to be sung at that 
J festival. 
ii 
1.1 3. Gray, 1941. 
~ I 
" 4. Paul Christiansen's father, F. Melius Christiansen, 
il, b. 1871, has been famous as the founder and director of the :1 
11 st. Olaf Choir, Northfield, Minnesota. He was born in Norway i,l 
Jiand received most of his musical education abroad although his 
:1family came to live in the United States when he was seventeen. :
1
,1 
![His many choral works have been sung by nearly all college 
1\a capella choirs in the country and are frequently of high i: 
:merit. 
:I 
;I 5. Further evidence of the isolation in which these hill 
·I 
'I folk have kept themselves is seen in the similarity of their 
J!accent to the English accent. 
'I 
li In Conclusion 
. 1. Burney: General History of Music, Vol. III, p.l45; see, 
!!bibliography. 
' 
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THE E'NGLISH ANI'HEM 
by 
CLARK B. ANGEL 
From the thirteenth century on, the antiphons to the pro-
ii 
ilpers of the Mass and to certain canticles of the Offices in the 
j[Roman Rite were sung to polyphonic motet settings. After the 
!!English Reformation in 1534, antiphons eventually disappeared 
it 
ii 
II 
.~ 
II from the services of the Book of Common Prayer and with them the 
,, 
'I 
I[ motets. Because they had been a populsr feature of the services~ 
llit was not long before a need was felt for an equivalent and thej! 
,. 
::English anthem came into being. (The word "anthem" is but a 
I) 
::corruption of the earlier terms for "antiphon".) 
!I The reformers desired that the complex additions of medi-
,, 
!leval pietism to the Roman Rite be either omitted or simplified 
:I 
'!and the attitude applied also to church music as did the ruling 
'I 
!ithat all of the services be in a "tongue understanded of the 
;! 
jl 
,:people". The first FULL ANTHEMS of Tye, Tallis, Shepherd, 
II 
ifFarrant, and others were in the simple, familiar style but with 
,, 
ilbrief imitative "points" at the beginning of each phrase of the 
'!I 
!I English text. The wish that the Archbishop of Canterbury, 
il 
ijThomas Cranmer, had expressed to Henry VIII that "the song ••• 
,, 
~~should not be full of notes, but, as near as may be, for every 
'isyllable a note" was at first meticulously followed.},_ 
!J The f ,1 composers o the period were also wrlting 
" 
:to their English anthems, Latin motets as they had 
1: 
,, 
!I 
• 
• 
• 
• 
~c~-c=J. ''"~~· "~=l\.B~!RAC'!'_~, -~-C.~--- . _ _ _ -~~1-
:ithe Reformation. Tallis was among the first to freely adapt his 
·.Latin motets into English and to write English anthems in the 1 
I· 
! 
!\polyphonic motet style, thus straying consid<Srably from the 
I 
,:original aims of the reformers. Byrd, 1Nhyte, Weelkes, Tomkins, 
!!Gibbons, and others of the "Golden Age of Polyphony" composed 
1
1 
!I 
;!many anthems in the often very elaborate motet style. These two Iii 
:I 
, types of early anthems were both called "full" because a full li 
I' 
I ilchoral complement was required throughout. 
'I An innovation of far-reaching importance occurred when Byrd! 
I' II 
:/wrote an independent accompaniment, solo passages, and organ 
~~interludes in "Teach me, 0 Lord". He wrote other anthems 
liemploying these techniques and the VERSE ANTHEM FORM came into 
11 
:being. Gibbons, Morley, Mundy, Bull, and Locke wrote many fine 
ljanthems in this form. The usual procedure was for soloists, 
either singly or in ensemble, to sing the first, third, and 
1
fifth verses with the choir singing the verses in between. 
At the Restoration in 1660 the verse anthem form was 
:]greatly extended into a cantata-like form, frequently taking 
i 
' ,, 
li 
:i 
II 
'I 
I 
ififteen to twenty minutes to perform. The strings of the violin.· 
I 
;t'amily replaced the viols which had often been used by the older !I 
~~omposers. At that time violins were still considered as belong.,i 
'ling to the theater or the tavern. But Charles II, the "Merry 
' 
1~onarch 11 seems to have wanted to be entertained in chapel and the 
j:nany composers like Humfrey, Blow, Wise, Turner, and later Pur-
~~ 
cell, Weldon, Greene, and Travers complied. 
I 
Throughout the development of the verse anthem form, the 
I! 
:I II 
2 
• 
I! 
3 
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'minence than the choral sections until, in the Restoration 
,'period, most of the RESTORATION ANTHEMS were almost completely 
: jlverse with but a few, short choral passages, usually to the text ,, 
• j! "Hallelujah 11 , inserted. 
i 
i/ But at the same time the choir regained its former eminence 1 
• 
:jwhen Purcell, Aldrich, and Blow wrote their f'ew "full anthems 
II !,with verse". These FULL VERSE ANTF-EMS began and ended with 
'!fairly long choral passages and included only a comparatively 
I, 
11short solo or verse passage, Croft, Weldon, and Greene also 
'i 
1
1wrote a few anthems in this most significant new form. 
!I The Restoration anthem retained its popularity, however, 
I 
II 
.land there set in a secularism in church music which lasted for 
iltwo centuries, Men of genius, after Purcell, were not to be 
,, 
:lfound among the English composers for nearly the same period of' 
:time until, in the later part of the nineteenth century, Parry 
,
1
and stanford appeared, who, together with their many pupils, 
'j 
::brought about the rebirth of the English anthem. 
,, 
In the twentieth century three new forms were developed: 
,I 
!the HYMN ANTHEM, rather like the full verse anthem but having a 
I 
'I 
ihymn-like tune as the melodic basis for each verse; the CAROL 
,, 
II 
,ANTHEM, favoring the hymn anthem form but in a more intimate 
'i 
•:style; and the UNISON ANTHEM, The last was based either on the 
:I ]~ymn anthem, the carol anthem, or the art song forms and was 
:~nique after nearly four centuries of harmony in four or more 
I 
,!parts. Wood, Vaughan Williams, Holst, Bairstow, Martin and 
:Geoffrey Shaw, Willan, 
il 
Warlock, and Thiman have been the most 
==-~i+-i!'}IJ g rt !!,:rlt; ~olll~~ s ~_r ~.of anthems in this cent\tl'Y• 
- - -· . - lt 
• :1 
• II 
• 
• 
• 
• 
• 
• 
ABSTRACT 
In America there have been fewer anthem composers of the 
• 0 :r 
first class. The great ones have been Titcomb, Clokey, and 
Sowerby. Many more have sometimes produced anthems of quality • 
·The prospects for the future are indeed bright if the few works 
I of the younger composers like Bacon, Lockwood, Callaway, Walter,· 
.I and Fronnn are any indication of what may be expected. 
The composers of stature since, and including, Parry and 
Stanford have invariably drawn from the Tudor composers--
, possibly the greatest of all schools of vocal writing--as v·:ell 
.as from the earliest periods of polyphony and plainsong, folk 
,,music and carols, and have transmuted those influences into the 
idiom of their times and of their own personalities. There can ·! 
:be no doubt that genuine quality has been achieved by modern 
., composers only when they have built on the best traditions of 
·' 
''the past. The anthem may be expected to continue to develop 
.and expand as it has in the past several eenerations if the new 
composers of today and tomorrow continue the example of reaching 
for the heights from the shoulders of the giants • 
--- _-_ -- :! 
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